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CHAPTER I 
THE PROBLEM AND DEFINITIONS OF TERMS USED 
The class plan of piano instruction has been in 
operation in the United States for approximately fifty 
years. During this time, many articles have been written 
relating to this field of instruction by teachers of class 
piano, private teachers of piano, music educators inter-
ested in the program, music educators opposed to it, and 
professional groups promoting it. These articles, the 
main source of information concerning the class piano 
program, have appeared in periodicals pertaining to music 
and music education, in the yearbooks and proceedings of 
the Music Educators National Conference and the Music 
Teachers National Association, in the source books of the 
Music Educators National Conference, and in the form of 
pamphlets and booklets published by the Music Educators 
National Conference and the Music Teachers National Associa-
tion. Among the areas covered in these articles were 
teaching philosophies and principles, methods and pro-
cedures used in the execution of the program, opinions of 
the prevailing teaching materials and procedures, arguments 
for and against the introduction of the program, problems 
of teaching, and general information concerning the ex-
pansion of the program. 
I. THE PROBLEM 
statement of the Problem. It was the purpose of 
this study to analyze articles pertaining to class piano 
instruction in order to show how the class piano program 
2 
has developed in the United States. Included in the study 
was an aUempt to determine when and where changes took 
place (1) in the function, objectives, and organization of 
the classes, (2) in the nature of the material taught, and 
(3) in the approaches used in the presentation of the ·mater-
ials. Other questions examined in this study concerned (1) 
why some methods and approaches were adopted and progres-
sively rejected, and (2) when and why the rise and decline 
of interest in the program occurred. 
Importance of the study. Among the insights which 
might be achieved through a study of a history is an 
understanding of how and why an existing state or condition 
came to be. By studying how something has reached the point 
it has, what problems were encountered and were surmounted, 
and how they were surmounted one is better able, not only to 
understand and appreciate more fully the point reached, 
but he is better able to predict how the state or condition 
might be influenced further and to guide the direction in 
which the condition is going. Therefore, the study of the 
growth of class piano teaching principles and procedures, 
together with a study of its failures and successes might 
3 
be advantageous. Understanding the failures and successes 
through which class piano has progressed might lead to 
(1) a better knowledge of the program as a whole, its 
principles and objectives, (2) a better knowledge of the 
conditions under which the program might improve, (3) a 
realization of what can and cannot be expected under cer-
tain teaching conditions, and (4) a formulation of a phil-
osophy of teaching drawn from the experiences of others 
which will guide the teacher of such a class to deal with 
the problems involved more effectively. 
Piano classes have been used in numerous ways to suit 
numerous purposes. The study of these procedures and 
purposes might help to decide which form can fit individual 
needs best. Although various existing methods have similar 
goals, they sometimes involve widely differing procedures in 
varying ideas of presentation, a clearer choice of materials 
can be made, and a better use of the methods might result. 
An overview of the class piano program, together with 
a closer examination of the nature of its changes, there-
fore, can help to clarify the question of what can be 
achieved in a class of this kind, what should be achieved, 
and in which way these objectives might best be accomplished. 
It also makes possible the comprehension of (1) the role and 
place the class plan of piano instruction played in the 
music program in the schools, (2) the way in which its 
adoption by the schools affected the private piano teach-
ing public, economically and pedagogically, and in turn, 
(3) the effect of the reactions of this group in the 
school program. 
II. DELIMITATIONS 
4 
Because the data were secured from articles taken 
principally from music and educational periodicals, and 
yearbooks of the Music Educators National Conference and 
the Music Teachers National Association, this study did 
not deal with sufficient information to draw specific and 
accurate conclusions about the extent of the adoption of 
piano class instruction or the effectiveness of published 
methods. The methods themselves were not studied; there-
fore, (1) only general information of objectives and pro-
cedures were dealt with, (2) only opinions of the methods 
and approaches stated in the literature were presented, 
and (3) only the methods which seemed most significant to 
the study were discussed. The teaching devices and pro-
cedur es which were recorded as having been in use or which 
were suggested by people who had used them successfully 
were too numerous to have been included in a paper of this 
size and nature. Exact statistics concerning (1) the 
expansion of the program, (2) the geographic areas in 
which this type of piano activity was more strongly prev-
alent, (3) the extent of the~option of class piano in 
cities as compared to smaller communities, and {4) the 
extent to which the medium was in operation in private 
piano studios was not readily available. Therefore, this 
study dealt with the general development of class piano, 
and the attitudes, principles, and circumstances which 
seemed to have a significant effect _on this development. 
Piano classes beyond the beginning level were not espec-
ially studied. Rather, the objectives, approaches, and 
procedures of beginning piano classes as they were used 
5 
in private piano studios, public schools, and colleges 
were concentrated upon. The available data studied was 
that which was published between the years, 1900 and 1955. 
III. DEFINITIONS OF TERMS USED 
Class piano or piano class. Since the use of this 
medium was varied in organization and purpose among those 
who adopted it, a general definition of the term, class 
piano, to cover all these forms of use was necessary. 
Therefore, the term, class piano or piano class, was 
interpreted as referring to a plan of instruction whereby 
two or more pupils are given piano instruction simultan-
eously. 
Method. The term, method , was used in two ways. 
Not only was it interpreted as meaning a specific mode of 
procedure in accordance with a definite plan, but it also 
was used to refer to a definite plan of instruction, a 
published book to be used with the pupil, containing 
materials to be learned and an indication of how these 
materials are to be presented to the pupil. 
IV. ORGANIZATION OF THE REMAINDER OF THE STUDY 
The second chapter deals with a review of related 
material. The influences upon the introduction of the 
class piano program is discussed in the third chapter. 
The fourth chapter is concerned with the class piano 
development in its beginning stages in the United States 
between the years, 1900 and 1929, while the fifth chap-
ter continues the discussion of the development through 
the 1930's and the post-war years. In the sixth and 
final chapter, a summary of the development is made and 
conclusions concerning the program are presented. 
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CHAPTER II 
REVIEW OF RELATED LITERATURE 
In reviewing previous studies conducted in the field 
of class piano, the greater number of studies were found to 
be involved principally with methods and procedures in 
teaching, including analyses and comparisons of existing 
methods along with the creation of different approaches 
to the subject. A few of these studies have been reviewed 
in this section to exemplify the kind of studies which 
have been conducted, and to reveal some of the opinions 
concerning where the emphasis in class piano teaching 
should lie. 
In 1950 1 Sellersl dealt with the importance and 
effectiveness of the emotional content of the class piano 
experience. Referring to the child in relation to his 
musical experiences, Sellers stated: 
It was found that his will to be musical must be 
stimulated by the feeling tone of each lesson. 
Thus, it is important to arrange for musical 
experiences which gain momentum and enthus~asm 
as the group gains in skills and insights. 
The study suggested an experimental sequence of exper-
lMarjorie T. Sellers, "A Study of Creative Class 
Piano at the Fourth Grade Level," (unpublished Master's 
thesis, The University of Southern California, Los 
Angeles, 1950). 
2rbid., PP· 112-113. 
iences through a creative approach to class piano at the 
fouth grade level. This sequence of typical activities 
was recommended for the pre-reading and early reading 
phase of class piano. It attempted to develop " ••• a 
background of musical experience to aid him&he child]in 
8 
• • • 
learning to hear with his eyes and see with his ears. n3 
Emphasized was the point that the primary concern of 
the teacher is to help the child to self expression and 
social integration through the development of the awareness 
of musical beauty. The specific phases of musical exper-
iences developed in the study were ear training, rhythm, 
and functional harmony. Sellers, in trying to show that 
the most logical approach to music learning is through the 
ear, explained that, through intelligent listening, the 
development of awareness, insight, and discrimination in 
melody, rhythm, and harmony would result, and ultimately, 
growth in general musicianship would be more clearly 
evidenced. 
In contrast, Murphy4 devised a method for beginning 
piano class which took a more technical approach. He 
indicated in the introduction to this study, that his 
3sellers, 0 c·t 116 
-E· _!_., p. • 
4 Charles Robert Murphy, "Approach to Piano Playing 
for Class Instruction," (unpublished Master's thesis 
Boston University, College of Music, Boston, 1950). ' 
• • • method will apply to the beginning levels of 
piano study. Thorough and complete fundamental 
instruction will be covered in the art of acquiring 
facility and ease of execution in piano playing.5 
Through photographs and directions, the first 
exercise and lesson was designed to start teaching the 
student to attack his first tone through what was des-
cribed as the arm approach, thus attempting to establish 
9 
as early as possible an awareness of good tone production. 
After these exercises were presented, and before specific 
notation on the staff was introduced, separate attention 
was given the treble and bass clefs, the staff, relative 
time values of notes, and time signatures, followed by 
directed concentration on the shaping of the hand in its 
correct playing position.6 
Preceding the presentation of the first piece, 
another playing technique was given special study, namely, 
"the rolling action."7 Murphy explained this concentration 
on physical movements in the following manner: 
When a pupil sees a musical symbol that implies 
a sound, he must, out of necessity, at that 
very instant possess a mental concept of the 
special quality or character with which he desires 
or that the printed page requires to represent 
aurally that symbol before the sound comes into 
being. This mental action can be called advanced 
5Murphy, .2£. .ill,. , p • 1. 
6~., pp. 8-22. 
7 Ibid • , p • 28 • 
listening. The teacher must instill the pupil 
with an awareness of the visual (the printed page) 
before the pupil can exert an effort towards 
accomplishment of a tone. 
This musical implication will be fully realized 
through the pupil's knowledge of the necessary 
physical movements and the application of them 
in producing a tone on the instrument.8 
Kreinen9 conducted a study which was concerned 
principally with the learning process. The modern text 
was described as being a designed "• •• series of tiny 
10 
successes, both musical and technical, possible from the 
first lesson."10 In pointing out what the learning 
sequence in piano teaching should be to assure this 
series of successes, Kreinen quoted Lee M. Lockhart: 
1. the acquisition of the new in gmall quantities 
2. the easy acquisition of the new, if vividly 
presented 
3. the new made old by frequent repetitionll 
However, the study indicated that the nature of the 
repetition is all important, otherwise it would prove 
fruitless. Added explanation suggested the following 
solution. If more textbooks would be "• •• constructed 
in such a way that each new symbol • • • would find 
8Murphy, Qe• Cit., PP• 4-5. 
9Joseph Kreinen, "An Analytical, Comparative, and 
Experimental Study of Piano Class Methods," (unpublished 
Master's thesis, Duquesne University, Pittsburgh, 1936). 
10 ~., P• 24. 
11 Ibid., p. 24, citing Lee M. Lockhart at a discussion 
before ~piano teachers association, March 18, 1936, 
Pittsburgh. 
11 
repetition in several settings, all of which were based on 
h ld •• ul2 not only would the fruitless repetition t e o , • 
be unnecessary, but in finding the known symbols in new 
and interesting pieces, the student would learn, and at 
the same time enjoy, what he would be doing. 13 
The study was mainly concerned with determining which 
of the beginning techniques of five elementary piano 
methods in common usage would produce the most satisfactory 
results. The selection of the most successful method was 
made after approximately eight weeks of experimentation 
with the five methods in actual class work. Twenty-five 
children were involved in this experiment.l4 
The twenty-five children, ranging in age from ten to 
sixteen, from grades five to eight, were selected after 
having taken a Kwalwasser-Dykema Music Test,l5 and were 
placed into five teams of five children each. The teams 
were of equal musical strength on the basis of their scores.l6 
Each team was assigned to a different beginners piano 
method, and once a week, an hourly lesson was given them by 
the same instructor who followed as closely as possible 
the method perscribed by each text and who acted as a 
to 
12Kreinen, Op. Cit., p. 12. 
13Ibid., pp. 24-25. 
14 Ibid., p. 64. 
15The Kwalwasser-Dykema test is a standardized test 
measure the native musical ability of the subjects tested. 
16Kreinen, Op. Cit., pp. 26-29. 
12 
guide in using the individual methods with each group. 
There was no compulsion exercised in the matter of weekly 
preparation of~ssons.l7 
The children's reactions to the individual methods 
were recorded, and conclusions were drawn concerning the 
presentations of materials in order that the reasons for 
the particular reactions might be shown. Unfavorable 
attitudes were displayed toward those methods (1) which 
depended greatly on singing ability, (2) whose tempo of 
progress was too rapid, thus necessitating long drill, and 
(3) which were too technical or theoretical in approach. 
Favorable attitudes were displayed toward those methods 
(1) whose presentation of material was logical, but 
interesting and not overburdening, and (2) wherein the 
transfer of learning from one lesson to the next was more 
clearlr seen. 18 
As a result of thorough testing, the most successful 
method was one toward which the children had reacted 
favorably, and which was seen most clearly to involve the 
previously cited learning sequence. 19 This particular 
method employed a black key approach, presented functional 
17Kreinen, Op. Cit., pp. 30-31. 
18~., pp. 54-61. 
19Ibid., pp. 62-71. 
harmony from the first lesson, and was successful in 
maintaining interest in the presentation of notes and 
20 
clefs through the medium of a story. 
13 
Springston21 directed concentration on the problems 
of beginning piano class for adults. Through a study of the 
attitudes toward, and the establishment and results of 
class piano, especially of college piano classes, certain 
values were recognized and used as the determinants for 
desirable material content of college class piano courses 
with an eye to adult needs and capacities. 
The characteristics of the material content was 
described as follows: 
1. The text should reflect general maturity by 
presentation of material appealing to the 
adult mind. 
2. A consistently rapid progression should be 
apparent in the presentation of the funda-
mentals. 
3. Ear training should be clearly emphasized so 
that the student will be able to play by 
ear the melodies and harmonies of those 
pieces with which he is familiar. 
4. The materials should contribute to progres-
sive reading ability. 
5. Use should be made of the adult's physical 
development by offering opportunity to develop 
20Kreinen, Op. Cit., pp. 56-58. 
21christine Springston, "A Study of Problems of Piano 
Class Instruction in College," (unpublished Master's thesis, 
University of Washington, Seattle, 1938). 
certain keyboard facilities, such as: 
a) hand in widespread position 
b) arpeggios and five fingers patterns applied 
to successive octaves 
14 
c) simultaeous and alternating use of both hands. 
6. Opportunity should be offered for creative 
activity starting with the improvised harmon-
ization of known melodies, finally leading to 
the simultaneous creation of melody and harmony. 
7. The material should contain a high degree of 
melodic interest to encourage the adult. This 
aspect would include quotations from symphonic 
themes, thematic material from piano literature, 
folk tunes, and the better popular tunes. 
8. Treatment of the fundamental elements--melody, 
rhythm, harmony, and form--should be consistent 
with adult understanding and background. 
9. Since the adult is capable of power and of pro-
duction of a wide variation of tone quality, 
the material should start the development of 
artistic interpretation from the first lesson.22 
The study subsequently employed these values as criteria in 
tbe analysis and evaluation of three, then recently published 
texts as to their musical and pedagogical worth. The follow-
ing conclusions were drawn: 
1. There was an obvious need for more material on 
the adult level. 
2. The inclusion of more ensemble material was 
desirable. 
3. Since pianistic literature would be appealing 
to the college student, more should be in-
cluded. This material might be simplified but 
should still maintain the original key. ' 
4. Hand position and its effect on tone production 
should have been better emphasized. 
22 Springston, Op. Cit., pp. 8-32. 
5. 
6. 
Since the col l ege student is in contact with 
music of the day with its colorful harmonies 
and interesting rhythms, more examples of 
this type might be represented. 
15 
The minor mode in its different forms needed 
clarification. A more comprehensive pre-
sentation of scales through an understanding 
of tetrachords, and a clearer explanation of 
the derivation and meaning of key signatures 
was also desirable. 
7. The most neglected phase of study was rhythm. 
Added emphasis was recommended upon the phrase 
approach and the use of eurhythmics in the 
understanding of group rhythms.23 
A study made by Alpiner24 in 1951, was devoted to 
showing the value of class piano at the elementary school 
level, emphasizing not so much its use as a means to teach 
piano playing, but its effectiveness in the development of 
a foundation for other music mstudy using the piano as the 
teaching medium. Pointed out was the fact that since the 
piano is capable of combining the three elements of music--
melody, rhythm, and harmony--it is especially suited to the 
teaching of the fundamentals of music. Scales, key signa-
tures, music reading, and transposition may be taught 
effectively through the piano. Through the class situation 
23 . Spr~ngston, Op. Cit., pp. 63-64. 
24Arnold Alpiner, "Piano Class at the Elementary School 
Level--A Foundation for Other Music Study," (unpublished 
Master's thesis, University of Southern California, 1951), 
cited by Wil~iam s. Larson; "Research Studies in Music 
Education," ¥usic Educators Journal, Januazy, 1953, p. 44ff. 
Alpiner believed that greater interest can be aroused 
f . 25 leading to a better understanding o mus1c. 
16 
Not only would class piano provide a foundation for 
subsequent study of a band or orchestra instrument, it 
would also aid the vocal music program. Other implications 
resulting from Alpiner's study were that class piano is 
conducive to the development of (1) the appreciation of 
music literature of all kinds, (2) creative self-expression, 
(3) self-confidence and poise, (4) cooperation, (5) leader-
ship, and (6) the general well-being of the individua1. 26 
This section has concentrated upon the review of 
studies conducted in the field of class piano. These 
studies, all in agreement that class piano has educational 
value, have reflected ideas concerning the best procedure 
m follow in the development of musicianship through this 
medium. In some cases, however, the ideas were strongly 
conflicting. Some were centered on the emotional and phys-
ical growth and needs 'of the student--child and adult, 
another, on the technical achievements, and still another, 
on the methods themselves. The reasons for the existence 
of such widely conflicting ideas, and the fitting of these 
ideas into the entire scheme of the class piano program 
remained to be uncovered in the remainder of this study. 
25Alpiner, Op. Cit. 
26 Ibid. 
CHAPTER III 
INFLUENCES ON CLASS PIANO INSTRUCTION 
In the early stages of its development, beginning 
class piano was practiced by two different teaching 
agencies, i.e., the private teacher and the public schools. 
These two agencies approached the idea of class piano 
with different goals in mind and both exerted influences 
not only on the development of this medium of teaching, 
but also on each other. 
A brief study of the background of (1) the attitude 
of the private teacher and {2) instrumental classes in the 
public schools will provide a better understanding of the 
goals each chose. 
I. THE PRIVATE TEACHER 
During the latter half of the nineteenth century 
the status of music began to rise with more strength than 
it ever had before. The development of material wealth, 
the increase of population in the East, the multiplication 
of cities in the West, and the consequent growth of 
railroads invited the fashion of art and music. Normann 
described this period of musical activity as being marked 
by the rise of virtuosi from European shores, by the 
development of more symphony orchestras, by the growing 
popularity of the concert band, and by the formation of 
musical societies in the larger cities, such as Chicago, 
18 
Cincinnati, Detroit, St. Louis, Milwaukee, and Louisville. 
Hundreds of musicians finally were gaining a respectable 
livelihood in music.1 Describing the country's musical 
development further, Normann added: 
From music which was almost entirely vocal and 
limited principally to church usage, it had become 
predominantly secular and had expanded into im-
measurable channels •••• 
• • • Private teachers were numerous, and instru-
mental study usually took the form of solo playing~ 
with the piano as the instrument of widest choice. 
During this time, great numbers of inspired American 
students flocked to Europe for serious music study, while 
European musicians in the United States made up the greater 
part of the personnel of the American professional musical 
organizations.3 In explaining this situation, Normann 
stated that "for many years there prevailed in this country 
the common belief that to be worthy of recognition the 
artist must have been born or trained on foreign shores."4 
Birge described the returning students as accomplished 
musicians, but strongly influenced by foreign traditions, 
thus instilling in .the home a feeling of social superiority 
lTheodore 
Public Schools, 
Company, 1939; 
PP• 4-7 
F. Normann, Instrumental Music in the 
Bryn Mawr, Pennsylvania: Theodore-presser 
Boston: Oliver Ditson Company, 1950 1 
2Ibid., pp. 7-8. 
3Ibid., P• 38. 
4Ibid. 
for solo performance.5 The consequent growth of the 
private teacher in the United States was so strong that, 
in 1976, there appeared the establishment of the Music 
Teachers National Association. At the same time the 
establishment of independent conservatories of music 
arose, including the New England Conservatory and the 
Cincinnati Conservatory. 6 The United States was on the 
19 
way to building up centers for the preparation of musicians. 
Erskine described music education at this time as 
becoming a training of fine performers rather than 
musicians. He stated further that "more and more it was 
felt that the specialists were the aristocrats of the art. 
n7 He continued to say that since this concentration 
• • • 
of study produced such an oversupply of aspiring concert 
performers, only a fewwere able to earn a competent living 
through professional performance. As a result, these people 
turned toocher means of earning a livelihood. Many turned 
to private teaching. 
5Edward Bailey Birge, History of Public School Music 
in the United States, Bryn Mawr, Pennsylvania: Oliver Ditson 
~mpany, 1938, pp. 59-60. 
6Ibid., pp. 87-89. 
7John Erskine, "Adult Education in Music", School 
Music, vol. XXXI, no. 53, Jan.,Feb. 1931, p. 6, cited by 
Spr1ngston, Op. Cit., p. 3. 
8Normann, Op. Cit., p. 6. 
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The private teacher, with his background of rigorous 
and intensive preparation in the tradition of the European 
masters, was anxious to produce artists out of as many of 
his pupils as possible. The parents of the pupils were 
similarly concerned, for, to the g~neral public, private 
music study meant vocational opportunity and social 
distin~on. Performance, therefore, was of the utmost 
importance to the private teacher. 
I I. THE PUBLIC SCHOOL 
In spite of the increasing interest in music during 
the latter half of the nineteenth century, the public 
schools were slow to introduce and include instrumental 
music in their program. Although music began to be in-
cluded in the school curriculum around the turn of the 
century, it was not until after the end of World War I 
that it began to gain a firmer foothold. This delay might 
have been based upon the following reasons: (1) the status 
of music in the schools, (2) the lack of precedence for 
instrumental music in the schools, and (3) the preparation 
of the music supervisor. 9 
The Status of Music in the Schools 
After the Civil War, when music was beginning to be 
included in more of the school programs, the theory of 
9Normann, 2£• £!!., p. 8. 
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mental discipline, long subordinated by the culture value 
and practical utility theories, finally arose to the 
surface and pervaded educational thought. The proponents 
of the newer subjects, because of a lack of a tradition of 
teaching in their areas, worked hard to make their subjects 
acceptable and respectable as a discipline for the mind. 10 
As the elementary school began to expand its curri-
culum, the newly efficient teacher, through constantly 
improving methods, became capable of handling a larger 
number of studies than she had before. Music, now included 
in the curriculum, had to prove that it also could be 
taught efficiently by the grade teacher. As a result, the 
special music teacher evolved into the music supervisor and 
had the task of directing the work of the grade teacher. 11 
The arising need for more and efficient methods of 
music teaching were met, and success in teaching music 
reading became the criterion of success in school music. 12 
The Lack of Precedence ~r Instrumental Music in the Schools 
The United States, up to the twentieth century, had 
always looked to Europe for educational guidance and inspir-
10
william E. Drake, The American School in Transition. 
New York: Prentice Hall, Incorporatea, 1955, pP7 332-334. 
11 Birge, Op. £!!., p. 114ff. 
12Ibid., pp. 113-143. 
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ation. Its educational philosophies and organization were, 
for many years, fashioned after European patterns. In 
England, France, and Germany, school music activities were 
confined to a vocal program. Although Europe produced many 
fine instrumentalists, many of whom inspired American 
students, there was little evidence that instrumental 
activities were conducted in the common school.l3 
The Preparation of the Music Supervisor 
Another reason for the delay of the introduction of 
instrumental music in the public schools was based upon 
the preparation of the music supervisor; Music supervisors 
were primarily singers, prepared to teach music reading as 
efficiently as possible and to conduct choral groups. This 
was their main concern. As a whole, they had no vision of 
the possibilities of instrumental activities in school music 
14 because they possessed only a singer's point of view. There 
were a few farsighted pioneers who experimented with in-
strumental music, but these instances were rare during the 
latter half of the nineteenth century. 
The New Curriculum 
At the turn of the century, the schools were be-
ginning ~o reflect the changing times. Increasing indus-
trialism and the resulting growth of national wealth provided 
13Normann, Op. Cit., p. 10. 
14Birge, Op. Cit., p. 177. 
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an increase in expenditures for public education. By 1910, 
there was such a tremendous multiplication of high schools 
and high school enrollment that the schools could no longer 
cater only to those preparing for college entrance. 15 The 
curriculum needed change. 
Brubacher pointed out that during the first two decades 
of the twentieth century, considerable effort was directed 
toward " ••• sift [ing] out the materials which no longer 
were important or relevant to the times in~ch the children 
lived."l6 It was soon recognized that mere tinkering with 
fue curriculum was not enough. A complete revision was 
needed and demanded by both educators and laymen alike. As 
a result, much en~rgy was being devoted to the evolution 
of principles upon which the complete revision of the curri-
culum would be based, while others were investigating 
subject matter and conducting experimental studies to 
authenticate their findings. 17 
Brubacher stated that it was John Dewey's view of 
the curriculum which gave the interests and needs of the 
15 Normann, Op. Cit., p. 9. 
16John s. Brubacher, A History of the Problems of 
Education. New York: McGraw-Hill Boog-co;; Inc., 1947; 
p. 295. 
17 
~., pp. 296-298. 
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child more weight than had other educators. He made the 
demand that the curriculum be selected not so much on the 
basis of the capacity of the child as on his wants. Re-
viewing the results of this new point of view, Brubacher 
stated: 
This raised a whole chain of questions--the 
question of the relative importance of adult 
and child interests, of immediate and deferred 
values in the curriculum, and of the nature of 
the learning process itself. Indeed, thorough-
going curriculum revision even raised profound 
questions of social philosophy.~8 
This activity gradually directed its influence upon 
the music program. The concentration on the teaching of 
notation and drill in sight-singing eventually ended, for 
with the changing conditions in the schools, the music 
supervisors found that in order to keep the place music had 
finally won in public education, it no longer could be 
conceived as a discipline of the mind or as subject matter 
to be learned. Instead, it had to be treated in terms of 
child interests and needs. Nor.mann described the pressure 
of the new educational philosophy as being such that the 
music supervisor was forced 
••• to seek a broader and richer training in music, 
to re-evaluate his philosophy in terms of the school 
as a whole, and to adjust the music progr~ to 
changing conditions in school and society. 9 
l8Brubacher, Op. ~., p. 299. 
19Nor.mann, .2£• ill.•, P• s. 
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Evidence of this new philosophy was seen in the 
change of emphasis in the elementary school vocal program. 
The note learning method gradually gave way to the rote song 
method in which the first and main concern of the music 
teacher was to instill in each child a love and enthusiasm 
for singing before note learning was attempted. The rote 
song eventually evolved into the basis for primary music 
reading, with tonal and rhythmic exercises developing from 
the song context. 20 
Along with this change of emphasis in the vocal music 
program, other advances slowly began to be made in the school 
music program. 
The Development of the Instrumental Program 
With the rise of the private teacher in the United 
States c ame an increasing number of young instrumentalists. 
During the last quarter of the nineteenth century, there 
arose evidences of the organization of these young people 
into small student ensemble groups. In some instances, 
these groups, given the dignified terms of "high school 
orchestra", became a community as well as a school organiza-
tion, performing, not only at school functions, but also for 
church and civic affairs. Toward the close of the nineteenth 
20Birge, Op. Cit., pp. 161-162. 
21Normann, Op. Cit., pp. 10-11. 
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century, some permanent school orchestras began to be 
organized, such as the one formed by Jessie Clark in 
Wichita, Kansas in 1896, and that formed under Will Earhart 
in Richmond, Ipdiana in 1898.22 Two more such pioneering 
groups appeared in the New England area, one at New Lond<n 1 
Connecticut, and the other at Hartford, Connecticut.23 
In general, however, acceptance of the school 
"orchestra" by the high school administration was slow 
despite the change occurring in curriculum philosophy. The 
lack of precedence for instrumental music in the schools 
and the lack in the training of the music supervisor still 
delayed its progress. Steps were made when, in some instances, 
the instrumental group bec~e the source of school pride 
after being permitted to appear at certain school functions. 
Further advances were made when it was given added official 
sanction by the occasional appropriation of funds for added 
equipment, or when a member of the regular faculty who had 
played an instrument in his college band or orchestra, was 
allowed to direct the instrumental group. In some instances, 
a professional musician was hired on a part time basis to 
22Birge, 2£• Cit., p. 166. 
23~., PP• 166-167. 
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conduct such activity, but this often led to serious dis-
advantages. The high ideals set for him under private 
tutelage, sometimes in a conservatory atmosphere, and his 
experience as a private teach~r resulted in the acquirement 
of an unsympathetic attitude toward public education, for he 
lacked understanding of ·: the underlying principles of group 
motivation. 24 In contrast, the music supervisor, although 
in possession of educational principles, lacked in any 
instrumental or orchestral knowledge or experience. 
Despite these disadvantages, instrumental music con-
tinued to keep its ground as an extracurricular activty 
usually held after school hours. Birge reported that there 
was a remarkable development of these groups, especially 
through the Middle West, around the turn of the century. He 
cited, in particular, the amazing advance made in Richmond, 
Indiana, where, under the competent leadership of Will 
Earhart, the high school orchestra expanded and developed 
from a group of a dozen players to an orchestra of full 
symphonic proportions between the years 1898 and 1912. 25 
In some instances, with the valued prestige the orchestras 
gave the school plus the expansion and general acceptance 
of the program as desirable and effective as an education! 
24Normann, Op. Cit., pp. 11-12. 
25Birge, Op. Cit., p. 179ff. 
subject, the orchestra found its place in the curriculum 
as an accredited subject. 
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From this orchestral beginning there followed other 
instrumental developments growing out of the orchestral 
movement or developed as a solution of some phases of its 
problems. These developments took the form of grade school 
orchestras, grade and high school banos, and instrumental 
class instruction.26 
Class Instruction 
The instrumental groups of this period were dependent 
almost entirely upon the private music teachers, for only 
in some cases were instrumental lessons provided for during 
the school day. In those locales in which there was a good 
instrumental private teacher available, the school group 
was assured of a good number of instrumentalists. However, 
in those villages, which lacked a good teacher of violin, 
clarinet, or cornet, the school orchestra was faced with 
difficult obstacles. As conditions existed, only a priv-
ileged few1ere eligible to participate in the instrumental 
program. Not only were the schools in need of a plan of 
instruction that would insure a representative instrumenta-
tion, but also one that would open the musical organization 
to a11. 27 
26Birge, Op. £!!., p. 185. 
27Normann, Op. Cit., p. 16. 
The solution to the problem which was to help spur 
the instrumental program to new heights, originated not 
in America, but in England. 
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In 1908, a report came from England that a movement 
was underway in which violin was taught, not privately, but 
in classes to many children at one time. This plan, called 
the Maidstone Movement, was spreading through England, 
Scotland, and Wales, with the result that thousands of 
children were learning to play the violin. In 1910, Albert 
G. Mitchell, then, a music supervisor in Boston, was 
granted permission to go to England for the purpose of 
studying this impressive plan of instruction and the 
principles under which it operated. When he returned, free 
class instruction was introduced into the Boston schools. 
Through Mitchell and this activity, class instruction, 
during the next decade, spread to all sectionsof the country 
and to all band and orchestra instruments.28 
Maddy, in an article written in 1932, stated that, 
although class instruction ·was introduced around 1912, the 
real era of public school class instruction dated from the 
close of World War I when class instruction in band and 
orchestra instruments began receiving :school support. 
28 
Birge, Op. £!!., pp. 193-197. 
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School credit and classes during school hours, however, 
were unheard of at this time. Maddy explained that, in 
general, boards of education were unwilling to pay teachers 
to teach classes of fewer than ten to fifteen in membership 
because of the expense that could not be met. Unless the 
music classes were equal inQze to the classes in other 
subjects and placed on a similar economic plane, school 
administrators refused to sponsor the classes. Therefore, 
in order for instrumental music classes to be held, the 
music teacher was forced to meet the demands of the school. 
Many teachers objected, but others tried teaching the 
larger classes of from twenty to thirty in membership. 
These teachers found that larger classes could prove to be 
practical providing the teachers were efficient and 
experienced in handling groups of children. Maddy, t here-
fore, gave credit for the development of the class method 
of teaching instrumental music to the school administrators, 
since it was because of their policy that music teachers 
were forced to learn to apply the principles of group 
motivation to this type of class. 30 
30 Joseph Maddy, "Growth and Trends of Class Instruc-
tion in Band and Orchestral Instruments", Music Teachers 
National Association Proceedings, Oberlin: Mus1c Teachers 
National Association, 1932, p. 212. . 
In describing the manner in which class work func-
tioned, Nor.mann stated that 
with the development of class instruction, the 
emphasis shifted from the stimulation of individual 
performance to emphasis upon the ensemble. The 
class became to be regarded in many communities 
as a section of the orchestra--string, woodwind 
brass, or percussion--and drilled accordingly.3i 
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Maddy added that although class instruction revealed dis-
advantages, the advantages outweighed them, for teachers 
who were finding success also were discovering that they 
were teaching more musicianship rather than mechanics of 
technique alone.32 
Arguments for and against class instruction arose 
thus making it necessary for these teachers to prove the 
merits of the program. It was during this development 
that class plano instruction began to be evidenced. 
III. SUMMARY 
The influences upon the development of class piano 
instruction stems from two teaching agencies, namely, the 
private music studio and the public school. In order to 
understand more fully how and why these agencies affected 
class piano in the manner in which they did, a brief back-
ground of each has been presented. 
31 . Normann, .2£• Cit., p. 17. 
32Maddy, Op. £!1., P• 217. 
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It was found that in general, the private teacher, 
produced uuer rigorous training and steeped in the tradition 
of virtuosic performance, tried to p~ovide his students 
with similar training, and expected from them all, artistic 
results in performance. Each teacher held the dream that, 
perhaps, one day, one of his students would achieve concert 
renown. The general public hoped for similar results and 
highly respected the private teacher's attitude toward his 
work. 
The public school music program, slow to develop, has 
been concerned throughout its development with keeping pace 
with other school subjects in order to secure for itself a 
place in the curriculum. Just as in its early beginnings 
it was faced with convincing the public that every child 
could and should learn to sing, so it was faced in this 
later development with the task of proving that teaching 
instrumental music was right and necessary. 
In order that class instrumental lessons be sponsored 
by the school, school administrators demanded that the 
conditions under which they were to be taught be similar 
to the conditions under which other subjects were taught. 
It was this stand, perhaps, that spurred the development of 
the class method. Class work prevented highly specialized 
individual attention, therefore, the goal of public school 
instrumental music could not be to produce with each class, 
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a group of virtuosic performers. Its 1mmediate objective 
was to provide a means to feed the school instrumental 
ensembles with needed instrumentation. At the sametime, 
it brought instrumental music instruction closer to the 
masses of children, who, perhaps, without this opportunity 
close at hand, would never have found themselves wanting it. 
CHAPTER IV 
THE CLASS PIANO DEVELOPMENT IN ITS 
BEGINNING STAGE 1900-1929 
Although instrumental group instruction was a new 
idea in the United States around the beginning of the 
twentieth century, it was not novel in Europe at this time. 
Springston reported that master classes for adult students 
in piano and violin were held in Europe at least during the 
last three decades of the nineteenth century. These classes 
offered to those students 
• • • whose skill had reached a high degree of pro-
ficiency and whose aspirations had centered on 
some type of professional musical career, • • • 
consisted in the instruction and criticism of 
the individual perfo~er before a group of 
interested listeners. 
Springston indicated that master classes were offered by the 
Free Music School in St. Petersburg as early as 1869, and by 
Liszt in Weimar at approximately the same time. Other 
pianists, Leschetizky, Chopin, and Rubenstein, and violinists, 
Auer and Ysaye were also among those involved in this move-
ment. Later, master classes were carried on by Matthay, 
Philipp, Joseffy, Stojowsky and Godowski.2 
lchristine Springston, "A Study of Problems of Piano 
Class Instruction in College." (unpublished Master's thesis, 
University of Washington, Seattle, 1938), p. 8. 
2Ibid., PP• 8-9. 
Kitcat and Scanlon claimed that the Leipzig 
Conservatory, under the direction of Mendelssohn during 
the 1840's, provided students with group instruction in 
one hour lessons with six in a class. The classes were 
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equipped with two teachers; one taught a course in piano 
technique, and the other, a course in style.3 
Springston assumed that perhaps it was the popularity 
of master classes for advanced students that induced experi-
mentation in the use of the class method in teaching be-
ginning students. 4 In Maidstone, England in 1904, a move-
ment was afoot to teach violin in classes to beginning 
students. This movement spread with great enthusiasm 
through England, Scotland, and Wales. Meanwhile, in the 
United States, during the 1870's, the New England Conserva-
tory, under the direction of its founder, Eben Tourjee, 
organized classes comprised of six students.5 By the 
1900's, these classes in piano technique were firmly estab-
lished. In 1909, the Felton School of Music in Boston, 
Massachusetts, was offering a piano course in which the 
3cecil Kitcat and Mary Browning Scanlon, "Eurythmics 
and Class Piano Instruction", Music Educators National 
Conference Journal, January-February, 1935, p. 16. 
4springston, Op. Cit., p. 9. 
5Kitcat, Op. Cit., p. 16. 
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the first three years of work in piano was given by means 
of class groups. 6 A number of private teachers followed 
this example. 
I. THE USE OF CLASS PIANO BY THE PRIVATE TEACHER 
Early class methods used by the private teachers 
involved, mainly, the development of piano technique, the 
strengthening of finger dexterity, a~d general musicianship. 
This preoccupation with the study of technique before the 
study of compDsition for the beginner was a reflection- of 
European and conservatory methods. That technique in all 
its aspects had to be evenly developed, that it was necessary 
for the pupil to have command over the position and movement 
of his hands and fingers before composition study was to be 
taken up was an approved concept. 7 Therefore, it was natural 
that class piano methods should follow this philosophy, for 
the goal of the private teacher was traditionally the devel-
opment of fine pianists. 
In 1909, one teacher, in relating her entire pro-
cedure, listed and discussed the kind of work which was 
6springston, Op. Cit., pp. 9-10. 
7 Cornelius Rybner, ''The Place of the Piano in Music 
Education", Musician, July 1918, p. 461. 
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studied in her classes from October to May. 8 The program 
consisted of the following: (1) keyboard drill, (2) ear 
training, (3) notation, (4) rhythm, (5) hand shaping, (6) 
finger, arm, and wrist exercises, (7) the development of 
different tone qualities, (8) major scales and triads, and 
(9) composer study. The lesson was divided into five to 
fifteen minute periods in which time a different subject was 
studied. The students were seated at a table accommodating 
twelve, upon which a facsimile of a keyboard was printed. 
The piano was used in connection with the table. 
The first lesson was devoted to the hand, learning 
how to shape it and how to move " ••• one finger absolutely 
independently from another."9 Keyboard study started with 
the finding of "A" and the discovery of the varying sounds 
of all the "A's" on the piano. Bass notes were taught first 
with the hope that the child's eye and ear would be trained 
to read from the lowest note upward, later, reading chords 
in entirety rather than note by note. The child was to learn 
to build all major scales and triads, recite and sing them. 
8 H. Kotzschar, "Beginning Class Work in Music", 
Musician, 14:163, 1909. 
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By this procedure, it was expected that children not only 
would be able to recognize them in future composition study, 
but it would help children to lose the traditional dread of 
pieces in keys of multiple sharps and flats. 
Particularly stressed was the control of the fingers, 
their equalization of strength. Exercises were done at first 
away, from the piano, for it was believed that at the piano 
the eagerness of the pupil would increase tautness. These 
preliminary exercises dealt primarily with body relaxation. 
They included deep breathing and relaxation control of the 
arms, then wrists, hands, and finally, fingers. When the 
teacher felt that the child had some idea of the control of 
the body, she had him try to apply the principles of relax-
ation at the piano. 
Composer study included the collecting of pictures 
and stories of composers for scrap books, the study of opera 
plots, and the impersonation of composers and opera characters.10 
It was not long before class work was considered by a 
few private teachers to be superior to private lessons f or a 
number of reasons: 
1. Class work was believed to have greater i n-
spirational value. It provided incentive 
for sufficient drill, increasing the desire 
of the pupil to learn and excel, thus taking 
advantage of the competitive spirit of childr en. 
1
°Kotzschar, 2£• £!!., p. 163. 
2. It provided a good opportunity for both 
teaching and drilling in the fundamental 
principles of piano technique.ll 
3. It was felt that many aspects of theory were 
better taught through class work rather 
than through individual lessons. These 
aspects included ear training, rudiments 
of music, rhythmic and harmonic study. 
4. Class work was believed to have promoted a 
healthy musical atmosphere by creating 
class interest in music appreciation. 
5. Lessons given in this manner proved to have 
economic advantages for both the parents of 
the pupils and the teachers themselves.l2 
One teacher, however, added that 
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after a few weeks of good preparatory work, each 
pupil must have also a private lesson of sufficient 
length to do ~ndividual work with individual 
compositions.l3 
Class piano, therefore, seemed to be proving to be a val-
uable aid to the private teacher, both pedagogically and 
economically. 
II. CLASS PIANO IN THE PUBLIC SCHOOLS 
At the same time, during the first decade of the 
twentieth century, far-sighted music educators in thepublic 
school systems were engaged in creating and spreading a 
11 Albert Jewett, "Value of Class Work in Piano 
Instruction," Musician, 16:159-1911. 
12M. A. Whitfield, "The Importance of Class Work," 
Musician, July, 1913, p. 453. 
13 
Jewett, 2£· Cit. 
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favorable attitude toward instrumental study in the public 
schools. The rapid growth of orchestras from 1898 to 1910 
led to the need for instruction in orchestral instruments 
in order to provide membership, violinists being in greatest 
demand. Piano class was offered in a few progressive systems 
at that time, but its adoption, in general, was much slower 
than class instruction in other instruments. Springston 
reasoned that the demand for piano instruction was not so 
immediate because as an instrument, the piano was not 
necessary to the continuance of band or orchestra. l4 How-
ever, where it was started, private teachers of piano were 
called into the schools to take over the direction of the 
classes. 
It is easy to see, therefore, that early class lessons 
in piano sponsored by the public schools, could not have 
differed so greatly from class. lessons given by private 
teachers. The main objective, in general, was the same: 
to start the development of fine pianists and musicians. 
Therefore, technical attainment was high on the list of 
achievements to be met. 
Wilder, one of the earliest pioneers in class piano 
in the public schools,l5 expressed his opinion of this aspect 
in this way: 
14springston, Op. £!!., p. 10. 
15Jn the Music Supervisors National Conference Year-
book, 1929, p. 269, wilder reported starting exper~mentai 
work in schools in and around Boston, Mass.,as early as 1913. 
[Since)piano playing is not direct self-expression, 
~ut) a very indirect and complicated way by which we 
express our selves musically, ••• it is not a 
process which may be safely guided by emotions · only. 
If it is to have permanent value, the techniques of 
musical expession and finger dexterity must have 
intellectual guidance of a high order.l6 
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The first work of the beginning student, therefore, took 
the form of finger and arm exercises and studies, and 
scales, which, when reasonably well executed, were hoped to 
be properly applied to the playing of a composition. How-
ever, this was a period of much experimentation, for class 
piano was a new field for the public schools, and the best 
method of successfully carrying out the program was eagerly 
sought by its pioneers. 
In 1919, the Music Supervisors National Conferenc e 
began to take active notice of the trend toward this class 
activity. At a special sectional meeting on piano, evi-
dences of this trend were mor e definitely realized.l7 Sub-
sequent conferences broughton more and more discussions of 
this new medium. At these meetings, the different methods of 
16 H. S. Wilder, "Class Piano Instruction in t he Public 
Schools," The Etude, June, 1928, p. 448. 
17M . S i . 1 . us~c uperv sors Nat~ona Conference Yearbook ~~:cago: Music Superv~sors National Conference, 1919, pp . 47-
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organization practised by the various pioneers were 
explained, justifications for the introduction of the pro-
gram were presented as points of argument for other music 
supervisors, and the various methods of teaching were 
given study. 
The first attempts at piano study in the public schools 
appear to have been with older students. Aiken, director 
of music in Cincinnati, Ohio, reported that around 1914, 
the Cincinnati schools offered lessons in piano in the high 
school. After four years of work, students were given two 
school credits.l8 Around 1915, Otto Meissner started piano 
classes for teachers in training at the Milwaukee Normal 
School, with twenty in each class. Classes for children 
were initiate~ later. 19 
Other early pioneers included Giddings with the 
Minneapolis Public Schools, Haake and MConathy with the 
Evanston, Illinois schools, Damon at Schenectady, New York, 
and Kinscella at Lincoln, Nebraska. These people introduced 
the class piano program between the years, 1916 and 1919.20 
18Music Supervisors National Conference Yearbook, 
Chicago, Music Supervisors National Conference, 1920, p.68. 
19Music Supervisors National Conference Yearbook, 
Chicago: Music Superv1sors National Conference, 1925, p.l95. 
20Music Supervisors National Conference Yearbook,l919, 
pp. 47-58; and Music Supervisors National Conference fear-
book, 1920, p. 68. 
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Kinscella reported at a Music Supervisors National 
Conference in 1929, that classes in piano were first 
organized in Lincoln, Nebraska, so that the poor, foreign 
children could have the opportunity to study piano. These 
classes consisted of third and fourth graders in one class, 
and fifth and sixth graders in another, twelve in each 
class. Starting out as an experiment to see what results 
were obtainable before attempting to extend the program, the 
class lessons proved a success. The following September, 
several teachers, prepared to do this . type of teaching at 
the University School of Music in Lincoln, were ready to 
take over the enlarged program, including rich and poor 
alike, in a limited number of grades in each school in 
Lincoln. The classes numbered sixty-five in all. Kinscella 
claimed that by the following year, the interest and desire 
to participate in these classes became so widespread in t his 
particular city, that it was necessary to open the school 
building on Saturdays from eight to five o'clock to carry on 
the work, in addition to the work done after school during 
the school week. Gradually, there developed a four year 
course of study in piano classes, somet imes taking more t han 
four years to complete it.21 
21H. G. Kinscella, "Ten Years of Piano Class," Music 
Supervisors National Conference Yearbook, 1929, pp. 104-113. 
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Recognition of Kinscella's work in Lincoln resulted 
in a presentation by the Music Supervisors National Con-
ference of her teaching techniques and results through 
demonstration classes in piano with children having no 
previous experience. 22 Kinscella was reported to have been 
perhaps, the first person to give her entire attention to 
this type of teaching.23 
Organization of Classes 
The organization of these early classes seemed to be 
similar in many respects. 
Membership and class scheduling. Individual class 
membership numbered between six and twenty, most often 
closer to twenty. The classes were held in the school 
building, but after school and on Saturdays rather than 
during regular school time. 
Equipment. Giddings reported having five pianos 
available to a class in his earliest classes in Minneapolis, 
but later, as was true in other situations, one or two 
pianos were used for teaching purposes, and paper keyboards 
charts were distributed to the class members. 24 
22Music Supervisors National Conference Yearbook, 
Chicago: Music Supervisors National Conference, 1922, p.21. 
23Music Supervisors National Conference Yearbook, 
1925' p. 195. 
24T. P. Giddings, "Piano Classes in Public Schools," 
Music Supervisors National Conference Yearbook, 1919, p. 
5'2ff. 
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Fees. In most cases, a fee was charged for these 
weekly lessons, the fee ranging from ten cents to twenty-
five cents. From these fees, the teachers were paid their 
salary. 
Requirements for class membership. Classes were open 
to children in the second grade and over, however, some 
schools required additional qualifications for membership. 
In Lincoln, Nebraska, it was stipulated that those children 
desiring admittance must have satisfactory grades in their 
regular school work.25 The Minneapolis schools required 
that prospective pupils have access to practice facilities. 26 
Seashore tests were administered to children desiring 
participation in the Evanston, Illinois piano classes. The 
results of the test together with the general intelligence 
of the child, his singing ability and motor coordination were 
all taken into consideration before his admittance into the 
program. Here, no fee was charged. 27 Some schools reported 
the stipulation that no child having taken private lessons 
within a year could be admitted into class lessons. Obvious-
ly, this was done to help prevent friction between t he 
private teacher and the public school. 
25Music Supervisors National Conference Yearbook, 
Chicago: Music Superv1sors National Conference, 1921, p. 42. 
26T. P. Giddings, Op. Cit., p. 52ff. 
27Music Supervisors National Conference Yearbook, 
1919, p. 57. 
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Teacher selection. The teachers of these classes 
·' 
were usually selected from outside the school. Since, in 
general, there were no specially prepared teachers of class 
piano, private piano teachers were called in to carry out 
the plan. When it was possible, teachers with classroom 
experience, or teachers prepared in a Normal school with a 
knowledge of piano performance were preferred. From 
Schenectady came the report that these class piano teachers 
met together every four weeks for a workshop session in 
which work was reviewed, teaching methods were discussed, 
problems worked out, and advice was given. 28 
Class procedure. As for class administration, obser-
vation of a strict discipline wasstrongly advised. According 
to some accounts, two children would perform at the piano at 
one time; the others would use paper keyboards at a table. 
The two children who were to perform next in order were to 
leave their seats at a given signal, or when those at the 
piano had reached a certain phrase in the music, and go to 
stand ready at the piano. The tone of the accounts appeared 
to indicate a very formal class atmosphere. 
Practice and report cards. In some places, the child 
was to bring a practice record sheet to his lesson which had 
been filled out for each day's practice, and which provided 
28Music Supervisors National Conference Yearbook, 
1920, p. 70ff. 
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the teacher with a place to enter a grade for every lesson. 
Some type of report card as distributed periodically in 
most schools in order to keep a record of individual 
progress, and also, perhaps, as an evidence of efficiency 
parallel to the teaching of other school subjects. 
Gradually, increases in class membership in the 
pioneering systems were reported, and the spread of the idea 
to other progressive school systems was evidenced. Spring-
ston's investigation revealed that classes were first in-
troduced in senior and junior high schools, and expansion 
to the elementary schools in the same systems usually 
followed shortly after.29 Following are some of the school 
systems where class piano was first initiated: 
1913--Boston30 
1914--Cincinnati (high school)31 
1915--Milwaukee32 1916--Minneapolis~~ . 
1916--Schenectady 
1919--Lincoln, Nebraska35 
29springston, Op. Cit., p. 13. 
30Music Supervisors National Conference Yearbook, 
Chicago: Music Supervisors National Conference, 1929, p.268. 
31Music Supervisors National Conference Yearbook, 
1920, p. 68. 
32Music Supervisors National Conference Yearbook, 
1925, p. 195. 
1920, 
1929, 
33springston, Op. Cit., p. 13. 
34Music Supervisors National Conference Yearbook, 
p. 68. 
35Music Supervisors National Conference Yearbook, 
p. 1o4. 
beforel919--Evanston, Illinois36 
1920--Richmond, Indiana37 
1920--Flint, Michigan38 
1921--Rochester, New York39 
1922--Kansas City40 
1923--Cincinnati (elementary schools)41 
1923--Pittsburgh (junior high schools)42 
1924--West OrangeA New Jersey (elementary and high 
schools)4;:s 
1924--Birmingham44 
1924--Dallas'~5 
1924--Pittsburgh (elementary schools)46 
1925--Cleveland47 
Methods 
48 
From its beginning, instrumental class instruction 
met with great opposition from the private teachers. Their 
opinion expressed the belief that class lessons developed 
bad technical habits in playing. From some of the class 
piano experimenters, themselves, came the expression of a 
need for a change of emphasis from the purely technical 
aspect of the class lesson, perhaps because of the diffi-
culty involved in teaching this phase successfully in a 
class situation. Mattern felt that the manner in which the 
1919, 
36Music Supervisors National Conference Yearbook, 
p. 56. 
37Music Supervisors National Conference Yearbook, 
p. 105. 1921, 
38springston, Op. Cit., p. 13. 
39Paul Kempf (ed.), "Are You For or Against the Class 
Method of Piano Teaching? ," Musician, March, 1928, p. 12. 
40-47 
Springston, Op. Cit., p. 13. 
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instrumental program was being taught was greatly di~ferent 
from the way it should have been taught owing to the fact 
that it was a new field of education in the schools. Because 
of this, Mattern stated, instrumental class instruction had 
suffered "• •• through the poor methods used by teachers 
who [were] • • • not awake to the peculiar problems in-
volved. n48 Gradually, there came an exposition of ideas 
for new emphasis, and with these newer methods there came 
the formulation or realization among leading music educators, 
of the place of the class lesson in instrumental study. 
The aim of class lessons, as Earhart expressed it, 
was not to produce virtuosity. Rather, class instruction 
in instrumental work should be compared to class instruction 
in other school subjects. Stressing this point, Earhart 
stated: 
Everyone who studies arithmetic does not become a 
mathematician, therefore, it cannot be expected 
that all who study instrumental work in classes 
should become artists.49 
Meissner shared this opinion, for he felt that the function 
of class piano was not to train professionals, but to 
48navid Mattern, "The Training of Instrumental 
Supervisors,"· Music Supervisors National Conference Year-
~~ 1921, p. 98. 
49w. Earhart, "Is Instrumental Music in Public 
Schools Justified by the Actual Results?n, Music Super-
visors National Conference Yearbook, 1921, p. l05. 
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democratize music by giving every child the opportunity to 
learn. 50 
Along with these expressions of opinion came the 
concern over modern pedagogy and how to apply it to class 
piano teaching. An educational principle which was pro-
fessed to be used as a guide for a number of newer methods 
that were appearing, was this: that the lesson must proceed 
from the known to the . unknown to be effective. Over a 
period of about seven years, the variety of new methods 
that were being published for use in the class, still strove 
for the development of. the fundamentals. But the signifi-
cant change was in the initial approach--the approach through 
song. 
The Giddings method. Giddings was accredited with 
being the first to attempt to correlate material of the 
public school song repetoire with instrumental practice.51 
The foundation and a pre-requisite of his method was some 
knowledge of sight singing with the so-fa syllables, without 
which this plan could not have been used. 
50 
Otto MEissner, "Modern Pedagogy in Class Piano 
Teaching," Musician, June, 1925, p. 35. 
51 
Paul Kempf (ed.), "Teaching Piano to School 
Classes.," Musician, September, 1920, p. 9. 
51 
The Giddings method was based on the idea that the 
songs the child has sung provides a vocal ideal which he 
learns to reproduce at the piano. 52 Any simple song book 
primer from which the child had sung as part of his school 
music experience was suggested for use as introductory 
material. Giddings,' plan was to select the songs the child 
knew, and to "let the known, the songs, teach the unknown, 
the keyboard."53 According to his method, the -only key 
the keyboard the child had to know before playing one of 
these familiar tunes, was the location of "do". Giddings 
continued by saying that after the song had been sung slowly 
on the so-fa syllables, 
The teacher should say, "Play", on the last beat 
(of the song) and everyone should begin with the next 
beat and sing and play the song over andover in time. 
The player must be cautioned to make the piano sound 
like singing. Above all, despite mistakes and wrong 
notes, the pupil must be impressed with the rhythmic 
drive and the necessity to maintain it at all times 
regardless of the false notes. Accuracy can come 
later.54 
His plan proceeded in the following order: 
I. Familiar songs from a primer with texts are 
played by both hands in the octave and 
transposed to several keys. 
52
"Symposium on Methods Available for Class Piano 
Teaching,u Music Supervisors National Conference Yearbook, 
Chicago: Music Supervisors Nationar=Conference, 1927, p.272. 
53 Giddings, Op. Cit., p. 53. 
54Ibid. 
2. These songs are then played with a simple chord 
accompaniment in the left hand, by ear. 
3. The same songs are played with the melody 
appearing on the bass staff. 
4. The same songs are then played with an inde-
pendent bass accompaniment. 
5. Fifteen little piano pieces with the accom-
paniment independent of the melody are 
introduced. 55 
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The technical aspects for the teacher and children to watch 
for and attain, including the following: 
1. Keep the class in an upright, well-poised position. 
2. Correct body and hand position. 
3. Correct tone quality to avoid rigidity. 
4. Strive for persistant evening up of tone quality 
by all five 1ingers. 
5. In brighter, older classes, practice oral scales 
and thumb-under exercises with eveness of tone.56 
Some other published methods which followed were 
similar to the Giddings method in that they used songs as 
introductory material, and employed the so-fa sy~lables in 
learning the songs. A description of these methods will 
follow. 
55Paul Kempf (ed.), "Teaching Piano to School Classes," 
Op. Cit., p. 9. 
56 Giddings, Op. Cit., pp. 53-55. 
53 
The Oxford method. In the Oxi'ord Piano Course, 
-
the melodies, taken from public school singing texts, were 
first divided between the two hands, and later, put to 
simple chord accompaniments which were also divided be-
tween the two hands, thus making melodies and accompaniments 
into four hand ensemble pieces. The class learned to main-
tain the rhythmic flow by singing the melody as it was 
being played. Songs of a simpler nature, in which both the 
melody and accompaniment could be played by the child him-
self, were also taught. From this material of a folk song 
type, first in simple arrangements, then later developed 
into more elaborate pianistic arrangements, the children 
were hoped to be led 
• • • gradually into the various types of piano 
music including the polyphonic, early dances and 
sonata forms, and including also, the groundwork 
for an adequate technical foundation.57 
This course was designed to begin in the third grade 
and continue through the eighth grade. The grading of the 
material was said to be based upon the experience of the 
authors and three comprehensive surveys to learn what the 
actual accomplishment of the average child was after a given 
period or study.58 
57nsymposium on Methods Available for Class Piano 
Teaching," Music Supervisors National Conference Yearbook, 
19271 P• 268. 
58Ibid., P• 267. 
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The Curtis method. In the Curtis Course of Piano 
Instruction, the first melodies were approached through 
the syllables, not only for correlation with school music 
classes, but also because it was felt that the syllables 
represented definite intervals, thereby aiding in better 
sight reading. From the first lesson, simple chord accom-
paniments to the melodies were learned and written for 
each hand. The class learned the primary triads and their 
inversions, and then tried to recognize them in their 
different positions in the pieces that were played. How-
ever, the actual introduction of pitch and letter names 
was delayed until the sixth lesson. Stressed was the 
correlation of the position of the ndes on the staff and 
the keyboard. 
Elementary rhythms, all included in the pieces, were 
to be clapped or responded to bodily. During the first 
year, the construction of all the major and minor scales 
were taught and correlated with the pieces through their 
transposition into several keys so as " ••• to fix these 
different keys in the consciousness."59 
59
"Symposium on Methods Available for Class Piano 
Teaching," Music Supervisors National Conference Yearbook · 
1927, p. 266. ' 
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Technical hand exercises, however, were not excluded 
rrom the plan. From the first lesson, great attention was 
to be given to proper hand position. These exercises were 
done away rrom the piano at rirst, for body relaxation, 
consciousness of weight, and attack. Regarding the study 
or piano technique in the class, it was Curtis' opinion that 
• • • legato and staccato touch, adherence to and 
knowledge or all dynamic markings, interpretation, 
all rrom a part of the execution which can be done 
as well if not better in class than in the private 
lesson.60 
Other features of the course included ear training, 
and creative work through composing melodies to verses, 
and harmonizing them with chords.61 
The Kinscella method. The Kinscella Class Piano 
Method, based on a four-year study plan, was said to have 
been applicable to the kindergarten or first grade child. 
One of the main objectives was the recognition and rapid, 
accurate reading of rhythmic symbols. The rhythmic appeal 
was claimed to be made from the first lesson. Kinscella's 
rhythm-learning procedure progressed as follows: 
1. Simple notes and rest values are to be learned 
first. 
6011Symposium on Methods Available for Class Piano 
Teaching," Music Supervisors National Conference Yearbook, 
1927, p. 266. 
61Ibid. 
2. One new rhythm combination at a time should 
be added, mastered, and immediately used 
in the music to be played. 
3. Great use of rhythmic games should be in-
cluded, such as: 
a) filling empty measures with notes. 
b) tapping rhythms, first the same rhythm 
in both hands, then different ones for 
each hand. 
c) dividing notes and rests into measures. 
56 
Other objectives included (1) the creation of a desire to 
learn to read notes, (2) the establishing of the principles 
of good tone production and phrasing, (3) transposition, 
introduced through interval work, (4) the study of simpler 
classics, and (5) ensemble work. 62 
~ Meissner method. In Meissner's method, entitled, 
Melodz Way, the learning principle was said to involve the 
following five steps: impression., expression, visualization, 
classification, and application.63 Child interest, rather 
than the known, was designed to be the starting point for 
learning. According to Meissner, the musical appeal was 
made through the ear: 
• • • the child expresses himself naturally through 
the voice and hand; when he observes in detail by 
analysis what he has done, he names these elements, 
6 2H ~ G. Kinscella, 2£• f!i•, PP• 104-113. 
63otto Meissner, "Modern Pedagogy in Class Piano 
Teaching," Musician, July, 1925, P• 25. 
studies the symbols and begins to apply this 
knowledge synthetically by combining familiar 
elements to acquire new experiences.64 
57 
For example, at the first lesson, the interest of the class 
was aroused through playing rhythmic games, and singing new 
songs. Through the rhythmic games, the children first felt, 
then expressed the rhythmic phrase through movement. The 
movements were analyzed, and finally, the children became 
familiar with the notes expressing the phrase, the measure, 
and the beat. Note values were never to be taught first. 
As soon as the class learned to sing the first song 
with words and so-fa syllables, they were shown how to find 
the melody, a phrase at a time, on the keyboard with the 
right hand, and taught a chord accompaniment for the left. 
When these were mastered, the teacher led the class to the 
discovery of the names of the notes, the keys, and .the har-
monies. Meissner explained, "They are taught to correlate 
familiar syllables with the piano keys, the letter names 
and the notes of both clefs learning all together ••• B 65 
Referring to finger technique, Meissner believed that 
children should be allowed to play naturally. He felt that 
any attempt to secure perfect posture and action from the 
64Meissner, £E• Cit., July, 1925, P• 25. 
65Ibid., June, 1925, p. 36. 
beginning would result in stiffening the hands, and in 
strained, unnatural playing. Be held to the belief that 
technical study of any kind should be delayed until the 
interest of the child is gained. 66 
The Reaction of Private Teachers to Public School Piano 
Classes 
58 
The program must have been met by a show of signi-
ficant enthusiasm on the part of the public schools, for · 
suddenly, there appeared a storm of protests from the 
private teachers. The value of piano classes were open to 
question and debate, opinions aired by the private teachers 
and public school leaders of the plan through multitudinous 
articles in music periodicals of that day. These arguments 
for and against class piano, seemed to be strongly evidenced 
between the years, 1926-1929. 
Leaders of the movement had claimed for this type of 
piano instruction, the following attributes, if the 
teacher of such clases had received special preparation in 
the art of class piano teaching: 
1 . Group instruction in piano can develop a 
genuine love for music through group interest. 
2. Self-consciousness and stage fright is replaced 
by self-confidence, acquired by the frequent 
opportunity of playing before others. 
66 
Meissner, Op. Cit., July, 1925, p. 25. 
3. Application of facts, and practice are 
stimulated by competition. 
4. Children can learn more readily from each 
other by observation and imitation. 
5. Class piano takes advantage of the social 
nature of children affording the opportunity 
for early ensemble training essential to 
well-rounded musicianship. 
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6. Ear training, harmonic development, development 
of rhythm, elements of theory and music 
appreciation unquestionably are more effec-
tively taught. 
7. The class lesson is also a listening lesson; 
pupils listen to each other, learning how 
and what to listen for. 
8. Cost of the class lesson is far lower than cost 
of an engagement of a private teacher, thus 
providing a means for both rich and poor alike 
to acquire the capacity for self-expression 
in music on an instrument which is an ideal 
foundation for all music learning. 
9. Class piano does not encroach upon the field 
of the private teacher, for it creates the 
opportunity to discover latent talent and 
interest which would be referred to the pri-
vate teacher, the private teacher ultimately 
benefiting. 
The private teacher, however, looked upon this development 
with alarm for two principle reasons: (1) the economic effect 
of this activity on their profession, and (2) the teaching 
emphasis placed on these class lessons by the public schools. 
In an editorial in the March, 1928 issue of the 
Musician, a periodical which seemed to be primarily for the 
private teacher, Kempf, the editor, called the development 
of public school piano classes 
• • • a matter of far reaching importance. All 
teachers, even those in communities which do not 
seem to be concerned by it, will have to take a 
definite stand • • • • If these classes are in-
troduced generally into the public schools, 
private teachers will find themselves confronted 
with new condition~ to which they must inevitably 
adjust themselves. 7 
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This editorial, prompted by numerous letters to the editor, 
attracted a great response from many teachers whose opinions 
were printed, and whose observations of piano classes in 
action were made known. 
Economic concern. Many teachers looked upon public 
school piano classes as a plan which would mean an immediate 
and devastating economic loss to piano teachers. One 
investigator, described as an educational authority, observed 
that objectors 
••• believe and in some instances cite actual 
cases to prove their contention that parents who are 
frequently paying with some reluctance the fees 
charged by private teachers, will welcome the 
release from this expenditure offered by the 
public school plan which calls either for free 
instruction or for payment of fifteen to twenty-
five cents a lesson.68 
Another investigator, identified as a prominent piano teacher, 
in describing the progress of class piano in the schools of 
one particular city, concluded that instead of aiding the 
67Paul Kempf, 11The Piano Teacher's Biggest Problem," 
Musician, March, 1928, P• 9. 
68paul Kempf (ed.}, "Are You For or Against the Class 
Method of Piano Teaching?";, Musician, March, 1928, P• 12. 
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private teacher, quite the opposite had been the result. 
I n this particular city, piano classes had been in operation 
for six years, from 1923. The program had the wholehearted 
support of the local newspapers, thus giving the plan much 
publicity. The lessons, at a fee of slightly over ten cents, 
had expanded from a two year course to a three year course. 
The private teachers, it was reported, acquired very few 
pupils from the classes in the schools, perhaps forthe 
following reasons: (1) pupils became discou~aged over their 
lack of progress and gave up their lessons, and (2) pupils 
continued studies privately with the teacher who conducted 
the school lessons. Two questions were raised: one concerned 
the legality of charging a fee for any kind of instruction 
in the public schools; the other concerned the legality of 
the piano teachers being allowed to use their connections 
with the schools as an advertisement to secure pupils for 
their own personal gain. 69 
From Denver, Colorado, another teacher wrote to the 
Musician warning that the fees of the ·school class lessons 
would result in the necessity for the private teachers to 
reduce their fees accordingly. She added, 
I hope your magazine will become instrumental in 
getting class instruction out of the public schools • 
. 69 Paul Kempf (ed.), "How Piano Classes in the Public 
Schools Affect the Private Teacher," Musician, November, 
1929' p. 13. 
You will receive the support of all sincere 
private teachers in any such movement.70 
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The public schools, however, were not the only source 
of panic to t he private teachers. Among the contributing 
causes of concern was the piano industry. A number of 
houses endorsed a plan of group instruction for a short 
length of time as an aid to the sale of their make pf pianos. 
However, angry teachers protested saying that instead of 
d i scontinuing class lessons after the limited period of 
time advertised, the lessons were extended indefinitely.71 
Concern over class piano methods and results. The 
objections to group instruction were not all based on econ-
omic concern, however. Private teachers questioned its 
value to the student. In general, it was felt that the study 
of piano was a highly individual subject, and that teaching 
it in such a "wholesale'' manner would result in doing more 
harm than good.72 
Piano 
1929, 
70 Paul Kempf (ed.), "Letters to the Editor, 
Classes Arouse Private Teachers," Musician, 
p. 10. 
School 
December, 
71 Paul Kempf (ed.), "Letters to the Editor," Musici~n, 
July, 1928, p. 7. 
72 
Kempf, "The Piano Teacher's Biggest Problem," 
Op. Cit., p. 9. 
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One teacher criticized class work as being highly 
inadequate as far as establishing correct playing habits 
was concerned. The establishment of correct· playing habits 
at the very beginning of piano training was believed to be 
essential and only possible when the teacher was able to 
give the student undivided attention. 73 
Another critic stated that the idea was becoming 
prevalent that methods used in the schools were new and 
up-to-date, while private teaching with its insistence upon 
fundamental principles, including note reading, was old-
f ashioned and ineffectual. This critic believed, howev~ 
that the schools' use of rote learning with its delayed 
note learning, was producing unsatisfactory results. Parents 
were observed as being dissatisfied, complaining that pupils 
were not able to read music after a season's work. 74 
Campbell, director of the Warren, Pennsylvania, 
Conservatory of Music , who had experimented for a number of 
years in group and private teaching,75 stated that class or 
mass instruction moves too slowly for the talented student, 
sometimes resulting in discipline problems. He believed 
73Paul Kempf (ed.), "One Teacher who is Against the Class 
Plan of Instruction," Musician, April, 1928, p. 13. 
74Kempf, "How Piano Classes in the Public Schools Affect 
the Private Teacher," Op. Cit., p. 13. 
75 Leroy Campbell, "Why I Am Not in Favor of Class Piano 
Teaching", Musician, November, 1928, p. 11. 
that these students would advance twice as rapidly with 
private instruction. Further elaborating this point, he 
added: 
The class system is no doubt very practical and 
economical for general education, but it by no 
means is superior to private instruction. Not 
only would the talented get on faste~~ but so 
would the average and below average. 
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In discussing class procedure and equipment, he stated 
that "considering the theories and results set forth by 
Tobias Matthay relative to key feeling and tone, employing 
paper keyboards was a waste of time. ••77 
Another critic complained that classes which he had 
observed were made up of ten to twenty-four in membership 
with students of varying degrees of advancement. He com-
mented that not in one of the classes of this kind "• •• 
did all the pupils reach the piano for even two minutes of 
personal instruct1on. 1178 
After having visited m~d studied some of the various 
plans in operation in different cities, one investigator, 
reportedly renown in piano pedagogy, forwarded this opinion: 
"Based on my observations, ·r can only say that the whole 
thing struck me as a delusion and a snare."79 He reported 
that: 
76campbe11, Q£• E!i•, p. 11. 
77rbid. 
-
78Kempf (ed.)lr "Are You For or Against the Class Method 
of Piano Teaching?, 2£• f!i., p. 12. 
79Ibid., p. 11. 
1. Children at paper keyboards did not play what 
they were asked to and the teachers were 
unaware of it. 
2. Finger action was poor with no proper control. 
Referring to this aspect, he commented, 
65 
••• it seems little short of criminal that children 
should be allowed to absorb the idea that wiggling the 
fingers up and down is honestly preparing the wiggler 
for real piano playing.80 
3. Right keys were seldom located by the fingers, 
and the ears were not called in to rectify the 
mistakes of this kind. 
4. The inactive portions of the classes, instead 
of listening and observing, were not in the 
least interested, paying no attention to errors 
at the piano, or to corrections and comments 
made by the teacher. 
Directing attention to the public school administrators, he 
suggested that 
While foremost thinkers are telling us that the 
crying fault in present day educational methods in 
treating children as though they were • • • prac-
tically all alike, mentally and physically, a lot 
of promoters of diverse sorts have succeeded in 
convincing school boards made up of people who have 
not the least conception of the enormous differences 
in musical aptitude among children, that still 
another subject, ••• the most elusive of the 
fine arts, is to be doled out to these youngsters 
without avestige of the aesthetic element •••• 81 
80 Kempf (ed.), "Are You For or Against the Class 
Method of Piano Teaching?", Op. Cit., p. 11. 
81 
Ibid., p. 12. 
66 
The Heart of the Problem 
In examining the objections of the private teachers, 
it was obvious that these teachers not only were concerned 
over their economic welfare, but they were genuinely agitated 
over the pianistic development of the students taking part 
in this public school program. A number of teachers strongly 
felt that group instruction was a wasteful process, and 
that when students did come to them from these classes, it 
was necessary to help them unlearn bad playing habits they 
had acquired. The goals of the private teacher and the public 
schools differed from each other, howev~, mutual understand-
ing was obviouly lacking. The primary objective of the 
public schools, rather than being the~tablishment of good 
playing techniques for artistic performance, was merely the 
introduction of a medium of musical expression through which 
more children might learn to enjoy and uuerstand music. 
kguments against the class plan must have been voiced 
from the time shortly following its adoption in some of the 
schools. As early as 1920, there can be found records of 
statements made by public school teachers in retaliation of 
criticisms made by the private teachers. For example, 
Abbott, director of music in the Chelsea, Massachusetts 
schools, compained of a common defect which he found in 
private piano students. He stated that altho~ these students 
had studied a number of years privately, they were unable to 
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accompany well. Their studies seemed to emphasize finger 
exercises and technical studies, but neglected sight reading 
and transposition. He felt that a change of instruction in 
methods of apprmch in elementary piano instruction had been 
needed for a long time because of so many students dropping 
private instruction. Class lessons, he explained, by 
applying known educational truths, were solving the diffi-
culty by having the pupils play pieces from the very begin-
ning. Added incentive, he continued, was found in the 
competition and comparison class work offers.82 
Although class work was shown to be advantageous, many 
examples of poor work must have existed, judging from the 
wide reports of the objectors. Mattern.· attempted to point 
out the crux of the problem. At a Music Supervisors National 
Conference in 1921, Mattern, in reviewing the situation, 
brought out the fact that instrumental classes were fre-
quently held after school with private teachers coming in to 
do the teaching. In discussing the requisites of teachers 
for such classes, he stated that in addition to having a 
college or normal school education, the teacher must know how 
to deal with children individually and in groups. Here, he 
observed, the private teacher failed. By teaching after school 
82 
George Abbott, "The Relation of the Private Teacher 
to the Public School Piano Classes," Music Supervisors 
National Conference Yearbook, 1920, pp. 72-73. 
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classes, Mattern stated, the private teacher ~ ••• is 
merely an appendix attached to the public school system", 83 
not appreciating school problems or catching the school 
spirit. This, Mattern ~elt, was the trouble in many school 
systems. 84 
Stuber elaborated somewhat along the same line, o~~er­
ing more specific reasons for the failures which seemed to 
be based on the teachers' lack of educational training. His 
observations revealed that the private teacher conducting 
these classes (1) did not keep the entire class interested, 
alert and eager, (2) did not use the social element to 
advantage, (3) attempted to cover too much material at one 
lesson, (4) was too exacting and critical with the discouraged 
student, and {5) drilled on one passage or exercise until it 
was perfect.85 In conclusion, Stuber pointed out that 
The degree of joy and satisfaction resulting when 
a pupil feels he has really mastered something will 
be very much in proportion to the amount and kind 
o~ play spirit evidenced during the otherwise 
fatiguing process.86 
Therefore, although there was an expansion of interest 
in the program during the 1920's, comparatively little was 
83navid Mattern, ''The Training o~ the Instr1.m1ental 
Supervisor," Music Supervisors National Conference Yearbook, 
1921, P• 99. 
841£!£., PP• 98-99. 
85B. F. Stuber, "Instrumental Music Classes in the 
Public School," Music Supervisors National Conference Yearbook, 
1922, PP• 119-120. 
86~., p. 122. 
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done in the way of training or orientating the teachers in 
class procedures. Bostelman, director of a school for 
music research,87 appeared to be wholly in favor of the 
class plan. He stated, however, that although class piano 
• • • had gained its present recognition for valid 
reasons, ••• like all innovations, it unquestion-
ably has its hazards. The idea will, in many instances, 
be abused. Its lasting effect w~~l be dependent. upon 
••• one factor, ••• quality. 
The objectors, it appeared, had grounds for question. 
Leaders of the program were awake to the failures and pro-
blems facing the class piano teacher. Where class piano 
was well-taught, results were favorable. However, failures 
and discouragement were not infrequent. 
III. THE ROLE OF THE MUSIC ORGANIZATIONS 
IN STUDYING THE PROBLEM 
In 1922, the Music Supervisors National Conference 
organized a committee on instrumental affairs which was 
given support and cooperation from the National Bureau 
for the Advancement of Music through the efforts of c. M. 
Tremaine, director of the Bureau and secretary of the 
87 John c. Bostelman, according to the Musician, 
November, 1927, P• 18, was director of the Aeolian Hall 
School for Music Research, address not given. 
88John c. Bostelman ''Will Class Piano Instruction 
Aid the Private Teacher?,~ Musician, November, 1927, P• 18. 
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committee. Through the Bureau's financial support of the 
committee's plans, constructive projects were undertaken 
and executed. In 1926, as a part of the Committee on 
Instrumental Affairs, the Piano Class Committee was organ-
ized for the purpose of spreading the idea of class piano 
instruction on the basis of its educational value. In 1928, 
as a sub-committee, the Piano Class Comittee published 
its report in booklet form for free distribution through 
the efforts of the National Bureau for the Advancement of 
Music,89 the aim of t~ booklet being to foster the growth 
of the program in the schools. 
The widespread interest in piano classes and its 
advantages had become apparent through a survey conducted 
by theN. B. A. M., the results of which were printed in 
the booklet. The survey also showed that more positive 
guidance was needed by tiDse in favor of establishing the 
plan in both large and small communities, alike. Through the 
booklet, entitled, Guide for Conducting Piano Classes in the 
Schools, the sub-committee hoped to offer assistance.90 
89 The National Bureau for the Advancement of Music 
shall be referred to as the N. B. A. M. for the remainder 
of this chapter. 
90 11 Repo;a;·t of the Sub-Committee on Class Piano Instruc-
tion," Music Supervisors National Conference Yearbook, 1928 , 
p. 324. 
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Among the points listed as justification for such a 
program were included the following: 
1. that it democratized instrumental instruction, 
offering it at a fee that all could afford, 
thus ar~using greater interest because of 
the social aspect surrounding it, 
2. that it was an indispensable help in the study 
of theory, harmony, and ear training, 
3. that whether or not he pursues other music 
study in the schools, together with his 
piano study, what the pupil can accomplish 
in these classes was worthwhile for itself 
alone. 
It further stated that it had authentic information from 
many sources of impeachable standing that where the school 
piano classes were well-conducted, the beneficial results 
were the rule rather than the exception. However, the exact 
degree to which they were achieved and the length of time 
required to achieve them depended largely upon the skill and 
preparation of the teacher.91 That successful teaching of 
the classes was highly dependent on well-trained teachers with 
a specialized teaching technique was particularly stressed. 
To make known where training could be had, a list of in-
stitutions offering courses in this work was made available 
to those interested by request, from the N. B. A. M. 
The committee, in recognizing the hostile attitude of 
many private teachers to the movement, stated that 
91 ' Kempf, "Are You for or Against the Class Method of 
Piano Teaching?," Op. Cit., pp. 11-12. 
An -unfavorable attitude on the part of the private 
teachers, caused by fear that the school classes 
will les~en _ their clientele, has in some cases 
created an a~mosphere inimical to the success of 
the classes. 2 
72 
The committee. attempted to meet their objections by point-
ing out -the advantages of the program to them, and by re-
vealing to them the distinct opportunity it had proven to 
private teachers who had understood its possibilities. 
Among the points of argument for the plan was the 
fact that many had become so interested in the program, that, 
not only had these private teachers prepared themselves to 
use it in their own studios to teach their own beginners, 
but that they also had begun to fill positions in schools 
and conservatories as class teachers. 93 Further pointing 
the advantages to the private teachers, the co~nittee, mak-
ing available lists of 145 cities in which one or more piano 
classes had been established and successfully continued in 
the schools, reported that in one city (population, 60,000), 
where group instruction had been given for five years and 
whose enrollment numbered 1500 at the time, the number of 
pupils studying with private teachers had more than doubled. 
92
"Report of the Sub-Committee on Class Piano Instruc-
tion," Music Supervisors National Conference Yearbook, 1928, 
p. 328. 
93 11Report of the Sub-Committee on Class Piano Instruc-
tion," Music Supervisors National Conference Yearbook, 1928, 
PP• 328-329. 
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w. w. Norton, director of the Community Music Association 
in Flint, Michigan, and Charles Miller, director of music 
in the public schools of Rochester, New York, both informed 
the committee that instead of ruining the business of private 
teachers, the class piano program in their communities was 
building it up. Miller added that after seven years of 
class instruction in piano in Rochester, there wee at that 
time three times as many young people in that city studying 
with private teachers as there were seven years before. 
These young people, Miller specified, were select students, 
well-grounded in musical fundamentals, interested and eager.94 
The committee amplified the matter of organization of 
piano classes, discussing fees, teachers' salaries, the 
purchases of materials, the equipment and its upkeep, the 
size of classes, recommending ten to twenty in membership, 
and assignment and report cards. Further recommendations 
were as follows: 
1. Classes should be held once or twice weekly, 
preferably for one hour depending on the 
decision of the principal. 
2. Classes should be held during school hours if 
possible, on a rotation system, in order to 
fit into a school day with the children miss±g 
a minimum of other classes. 
3. School credit should be given for these classes 
as it is given for other school subjects. 
94Kempf, ttAre You For or Against the Class Method of 
Piano Teaching?,u Op. Cit., p. 12. 
4. Children should be admitted and retained only 
if their grades in other subjects are 
satisfactory. 
5. If possible, classes should be grouped and 
regrouped according to ability and progress. 
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Particularly stressed was the inadvisability to admit pupils 
into the classes who were already engaged in taking private 
lessons, since ~t was not the intention of the program to 
interefere with the work of the private teacher. 
Included in the discussion of teaching suggestions was 
the problem of discipline. From the tone of this particular 
section, it was apparent that discipline did present concern. 
The report stated: 
It would be well for the instrumental teacher to pay 
great attention to the sc.hool teaching part of his 
equipment. No matter how much a teacher knows of 
music, he will fail utterly if he cannot command and 
keep the attention of his pupils.95 
Specified was that disciplinary trouble was traceable to (1) 
poor teaching, (2) lack of careful planning of the lesson, 
(3) waste of time, and (4) lack of inspiration and enthus-
iasm on the part of the teacher. 
A careful planning of seating was advised so that the 
pupils could move more easily from seat to piano, and so 
that the teacher could see what each was doing and could 
easily go to help troubled pupils. An established routine 
95 
"Report of the Sub-committee on Class Piano Instruc-
tion," Music Supervisors National Conference Yearbook, 1928, 
p. 339. 
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for taking places at the piano was recommended for three 
reasons: (1) facility, (2) the prevention of disorder, and 
(3) aid to general progress. 
The committee, in addition to recommending a singing 
approach, was strongly in favor of the rote approach to the 
first steps. In this way, it was explained, the learni ng 
procedure of rote playing to note playing would correspond 
to the vocal program's procedure of rote singing to note 
singing. 96 
During the summer of 1928, the prevailing status of 
group instruct i on in public schools was revealed t hrough the 
efforts of the N. B. A. M. Kempf, editor of the Musician, 
pointed out the availability of only meagre, fragmentary 
data on the s ubject. The program had been instituted in 
certain cities with varying degrees of success. While in 
some localities, group instruction had been tested and 
abandoned, in other places plans were afoot to joi n t he move-
ment as soon as local authorities were convinced as t o its 
f easibility. 97 
As a result of a survey conducted by Tremaine, director 
of theN. B. A. M., a more adequate picture of the prevailing 
96
"Report of the Sub-Committee on Class Piano Instruc-
tion," Music Supervisors National Conference Yearbook, 1928, 
p. 347. 
97Paul Kempf (ed.), "Survey Shows Piano Classes i n 358 
Schools," Musician, October, 1928, p. 11. 
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situation was made available. Noteworthy was the amount 
of requests received for the publication of the Guide for 
Conducting Piano Classes ~ ~ Schools. Up to September 
of 1928, the requests totaled 2198 coming from every state 
in the country. In addition to this distribution, Tremaine 
mailed out 16,000 questionnaires during the summer, to super-
visors asking for definite information on the local attitude 
or experience with regard to piano classes. An analysis of 
the replies revealed: 
1. 2180 supervisors from 1266 different cities showed 
active interest by requesting a copy dthe guide. 
2. 358 of these supervisors had already inaugurated 
classes. 
3. 286 of this number expressed enthusiasm for the 
program, experience indicated as very satis-
factory. 
4. 21 discontinued the program or stated unfavorable 
results. 
5. 1176 answered negatively to the question as to 
whether they had had piano classes. 
6. 108 definitely said they expected to initiate the 
program. 
7. 442 expressed interest in starting. 
In addition, thirty colleges and conservatories reported that 
teacher training classes were being held or were being con-
templated.98 
98Kempf (ed.), "Survey Shows Piano Classes in 358 
Schools," Op. Cit., p. 11. 
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The Music Teachers National Association was similarly 
awake to the need of investigation of the ·class piano in-
struction. In December, 1928, a committee was drawn up to 
study the plan and to disseminate the knowl edge of it to 
the private teachers. The committee resolved to 
• • • study the movemeht further from the standpoint 
·or the private teacher, ••• prepare literature 
des~ned to make clear its underlying principles, 
and Lindicate] how the private tea§ger could adapt 
it beneficially to his own work. 
The committee also resolved to lend its aid to the Music 
Supervisors National . Conference in bringing the movement to 
the attention of both the private teachers and the schools. 
Members of this committee included Joseph E. Maddy, Extension 
Music Director of the University of Michigan, acting as 
chairman, Tremaine, acting as secretary, Harold Bauer, 
Rudolph Ganz, Russell V. Morgan, director of music in the 
Cleveland Public Schools, Will Earhart, director of music in 
the Pittsburgh Public Schools, George H. Gartlan, director 
of music in the New York City Public Schools, and Addye 
Yeargain Hall, private teacher and pioneer in class piano.lOO 
The efforts of the committee resulted in the preparation and 
99c. M. Tremaine, "Does Group Instruction Work Harm 
for the Private Piano ·Teacher," Musician, April, 1929, p. 17. 
lOOibid. 
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publication of a booklet, entitled, Piano Classes and ~ 
Private Teacher, _approaching the subject entirely from the 
viewpoint of the private teacher. 
Endorsing the plan for use by the private teacher, 
Bauer informed the committee that 
Class work offers the teachers a better opportunity 
to present various phases of music in connection with 
each other. Pupils educated in this manner with 
trained ears as well as trained fingers, are likely 
to show imagination and intelligence in performance, 
not merely ability acquired by painful effort to 
advance from one grade of technical difficulty to 
another.101 
Gartlan, in giving reasons for its proposed adoption in the 
New York City schools, explained that _the group method would 
help to educate parents away from the sole interest in the 
technical progress of their children. He hoped that they 
would come to realize that the primary objective of such 
study was "• • • to arouse a genuine interest in music for 
its own sake and a desire to participate in producing music 
as a means of self expression."102 All the connnittee agreed 
unanimously that 
• • • the techniques of teaching groups differ 
greatly from that of the individual lesson and ••• 
unless a teacher is equipped with a knowledge of 
school pedagogy, classroom procedure and discipline 
as well as musicianship, she is likely to fail 
lOlTremaine, 2£• Cit., P• 17. 
1o2Ibid. 
-
however successful she might be in individ-
ual work.l03 
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Noteworthy among individual enthusiasts and pro-
motors were Addye Yeargain Hall and Julia C. Broughton, 
both of whom were active as directors of methods courses 
for teaching piano classes. Broughton was connection with 
the Department of Music Education at New York University,l04 
while Hall found marked success in her own studios in New 
York City.l05 As a recognized authority on the problems of 
class piano, not only was Hall called upon as a lecturer,l06 
but she also was asked to conduct a column for the Musician 
in which practical questions on teaching methods would be 
answered. 107 
IV. SUMMARY 
Group instruction in piano was started by the private 
teachers and the public schools in the United States at 
approximately the same time, between 1910 and 1920. The 
organization of the classes and the teaching methods used by 
103T . rema~ne, Op. Cit., p. 17. 
104
"Miss Broughton's Graduates Pass Piano Class 
Resolutions," Musician, October, 1928, p. 11. 
105 Margaret Anderton, "Around the Piano Keyboard," 
Musician, September, 1928, p. 13. 
106Ibid. 
l07"Piano Questions Answered by Addye Yeargain Hall," 
Musician, March, 1930, p. 16. 
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both groups were similar in the beginning, but the methods 
of the public school classes gradually began to change from 
being technique-centered to being song-centered. Leaders in 
the· public school movement started the establishment of the 
song-approach to piano study thus attempting to correlate 
school singing classes with the piano classes, and at the 
same time, attempting to comply with one accepted educational 
principle still in use-·in the schools--going from the known 
to the unknown. 
Gradually the class idea in the public school began 
to grow; however, it was not always met with success. The 
causes of the many failures were found to be (1) a lack of 
trained teachers, and (2) impossible-to-attain objectives. 
From almost the beginning, these public school piano classes 
were met with objections from the private teachers. Around 
and after the middle of the 1920's, the increase in the 
adoption of the piano class in the public schools must have 
been felt more strongly by the private teacher s, for about 
that time the objections from these teachers began to 
avalanche with more force. One great concern was for their 
economic welfare. They felt that the public schools were 
taking away their source of income. Pupils, instead of 
seeking private lessons, were attracted by the group instruc-
tions given by the schools at a much lower fee. The other 
concern was for the results of such a procedure. Some 
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teachers were firm in the belief that the class method could 
never replace private instruction. Citing some examples of 
class piano teaching, many tried to reveal it as being a 
waste of time and talent. The development of fine pianists, 
it was asserted, demanded much more individual attention 
than class lessons could provide, and the methods used could 
rarely achieve that goal. The objectors were partly correct. 
Many of the public school classes were poorly organized and 
poorly conducted, neither achieving the goals of the private 
teacher nor the public school. However, a number of success-
ful leaders . who had faith in these classes and who could 
prove their educational value when properly conducted, did 
exist. Tremaine, director of theN. B. A. M., in defending 
the program, specified, however, that 
To claim too much for piano classes is to invite 
discredit upon their established merit (every method 
has its weaknesses); but any impartial appraisal of 
their value as a whole, considering their soundness 
of principle, practical results secured, and their 
enormous possibilities for rendering a widespread 
service, will indicate that they are likely to become 
an accepted part of every public school system.l08 
Through .the Music Supervisors National Conference, the 
Music Teachers National Association, and the National Bureau 
108 
C. M. Tremaine, "The Piano in Public Schools," 
Music Supervisors National Conference Yearbook, 1930, p. 203. 
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for the Advancement of Music, a movement was started to 
better the understanding of the goals and procedures of 
piano class teaching among both the private and the public 
school music teachers . Through the efforts of these 
organizations, more interest in the program was spurred , 
and more teacher training courses started to spring up. 
~ii th ~his t":tlcourag .~..ug de-velopment, leaders of class piano 
instruction began to have better hopes of seeing a mutual 
understanding arise between the private teacher and the 
public school. 
CHAPTER V 
CLASS PIANO DURING THE DEPRESSION AND POST-WAR YEARS 
Although group instruction in piano was indicated in 
this country by private schools of music and in pr i vate 
piano studios, its adoption by the public schools shortly 
after, caused great dissention toward the program among 
private piano teachers. This was caused by two factors: 
(1) the possible lowering of musical standards through 
inefficient mass instruction, and (2) the possible lowering 
of income through the loss of pupils to the public school 
classes. Spurred by the objections of the private teachers, 
professional music organizations, during the late 1920's, 
started working toward raising the standards of class piano 
teaching, and assuring the pr i vate teachers of the benefits 
piano classes could prove to them. 
I. THE 1930's 
The economic welfare of the private teacher, although 
threatened by the popularity of public school piano classes, 
was also being overned by other developing factors. Tre-
maine pointed out that since the falling off in the number 
of piano pupils preceded the introduction of piano classes by 
several years, group instruction was not mainly its cause.l 
1Paul Kempf (ed.), "Mr. Tremaine Urges Private 
Teachers to Keep Open Minds on Class Instruction," Musician, 
January, 1930, p. 15. 
He stated, rather, that "the livelihood of a good many 
private teachers (pad] • • • been threatened by causes 
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operating together."2 Altogether, these factors helped to 
bring an increase in the number of piano classes in opera-
tion through the effect they had on the piano teaching public. 
Contributing Factors !£ the Problems of ~ Private Teacher 
In 1930, McConathy reported to the Music Teachers 
National Association that the purchase of pianos had fallen 
off from 4 per cent to 50 per cent in the number sold per 
year as compared with 1920.3 Reviewing the status of the 
piano in the past, McConathy stated that 
Prior to the World War[~the piano in the home was 
considered an evidence of respectability, and every 
child of4cultured parents was expected to take music lessons. 
However, modern industries were helping to shift the standards 
of achievement by providing the public with automobiles, 
radios, and movies. In place of the piano, it was the 
automobile which had become the mark of financial standing, 
2Kempf (ed.), "Mr. Tremaine Urges Private Teachers 
to Keep Open Minds on Class Instruction," _Q£ • .£!!., p. 15. 
3osbourne McConathy, "The Public School and the 
Private Teacher," Music Teachers National Association 
Proceedin~s, Oberlin, Music Teachers National Association, 
193o, p. 6. 
4rbid., P• 73. 
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and the movies, phonograph and radio•. which were providing 
d . i d . . 5 1vers on an mus1c. 
Although this advance in shortcuts was proving a 
convenience to the general public, it did not have a 
similar effect on professional musicians. The substitution 
of ". • • machine-made for hand-made music • • • n6 in such 
places of entertainment as theaters, movie houses, hotels 
and dance halls, caused a great rise in unemployment among 
these people. The American Federation of Musicians, in 
protesting the state of affairs, gave out a statement that 
60 per cent of professional musicians were without employment.7 
Some of the Federation's prot ests against "canned music" 
took the form of advertisements in magazines depicting 
a robot taking over such sentimental tasks as seranading 
ladies, or, clad in an apron and cap, rocking a cradle and 
appearing to sing a lullaby. 
B~ many of the musicians, anxious for some source of 
needed income, sought help for themselves in other occupa-
tions. Some turned to teaching, thus complicating 
5 McConathy, "The Public School and the Private Teacher," 
Op. Cit., p. 73. 
6
otto Meissner, "What is Happening to the Piano," 
Music Teachers National Association Proceedings, 1930, p. 181. 
7 
Ibid. 
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competition in this field. Otto Meissner, in contemplat-
ing the situation, stated, 
It is difficult to determine • • • whether to 
attribute the economic difficulties of the piano 
teachers to this increased cgmpetition or to 
dwindling numbers of pupils. 
That the numbers of pupils were dwindling was not difficult 
to understand. There were a number of reasons which might 
have been the cause of this condition. 
With the economic depression of 1929 came the neces-
sity of new methods of sales promotion, one of which was 
the instalment plan. New commodities created by modern 
invention and designed for greater convenience caught the 
public's eye. Although people lacked the money to purchase 
these commodities, the instalment plan made it seem easier 
to own them. Washing machines, refrigerators, oil heaters, 
and irons, as well as radios and automobiles, were competing 
with the purchase of pianos. Piano houses, too, tried to 
increase purchases through different sales techniques; 
however, many of them met with failure. 
Meissner reported that, in many instances, cheap 
inferior pianos were sold overpriced to the public under 
stencil names through unethical sales methods and bait 
advertisements on the instalment plan. Then, on the 
8Meissner, "What is Happening to the Piano, 11 .QE.• .£..!i., 
P• 181. 
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slightest technical violation o£ contract, the pianos were 
repossessed. Rather than working toward their pro£it, this 
practice only pointed toward their £allure. In regard to 
this, Meissner explained, "Within the past three years 
hundreds o£ piano retailers have been ruined by an av alanche 
o£ repossessions unsought."9 Not only had certain piano 
houses become unscrupulous, but a number of teachers also 
had reported to unethical methods by becoming what Meissner 
described as commission hounds. He stated that these peop1e 
••• made a practice o£ pitting one dealer against 
another, taking their customers, ignorant o£ piano 
values, where the biggest co~ssion was offered--
the more fictitious the price, the ~Ogger the commis-
sion, the more the buyer was stung. 
Possibly, these factors might have helped to lessen 
the number of pianos found in the homes and the number of 
people who might have desired a directed musical education 
£or their children. It is also conceivable that the radio 
and phonograph, in supplying the family with music with such 
comparative ease, might have made it seem unnecessary to go 
through the rigors of training in order to produce music. 
The depression, obviously• caused a great loss o£ 
pupils owing to financial stringency. However, McConathy, 
in making a study to determine what was happening to the 
.2£· 
9Meissner "What , 
Cit., P• 188 • 
-
10~., P• 189. 
is Happening to the Piano," 
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private teacher in the decade preceding 1930, found that 
there had been a general decline in the number of piano 
lessons taken during these ten years. 11 Many felt that 
poor teaching had caused this condition. Teachers who were 
poorly trained, who clung to old methods, or " ••• who 
floundered hopelessly with new ones which they could not 
understand,"l2 were not holding the attention and interest 
of the beginners. Meissner presumed that students still 
• • • 
had to travel that • • • steep, stony road of the II 
virtuoso,"l3 This, he pointed out, was reflected in the 
statement of publishers that 80 per cent of piano music 
sold was of first grade difficulty. 14 However, there were 
many who agreed that the private teacher was making advances 
in the right direction. 
Class instruction, the changing attitude of the public 
toward music study, and the dwindling number of pupils had 
considerable effect on the private teacher. To contend with 
the loss of pupils, it became necessary for the music teacher 
to study modern educational psychology and apply newer methods 
11McConathy, "The Public School and the Private 
Teacher," Op. Cit., pp. 62-63. 
12Ibid., p. 76 
13Meissner, "What is Happening to the Piano," 
Op. Cit., p. 189. 
14 Ibid. 
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to his teaching. This recognition of educational trends 
was brought about, perhaps, as a direct result of the class 
piano development and the efforts of the professional music 
organizations. The results of a questionnaire sent to 
leading publishers of educational music materials by 
McConathy, revealed the opinion that the private teachers 
of 1930 were far superior to those a decade before. Standards 
of education raised all over the country made it necessary 
for the private teachers to raise theirs. Since more 
opportunity for finer training was being made possible, the 
publishers were of the opinion that more college graduates 
were being produced better equipped. They seemed to be 
becoming (1) more alert to the value of well-rounded 
musicianship, (2) increasingly aware of applied psychology, 
and (3} cognizant of individual differences, and, as a result, 
using a number of different methods instead of one only.l5 
The attitude of the public toward music study also 
was responsible for changing methods. Meissner described 
the popular trend qf thought in this way: 
Time was when music was regarded as the sacred priv-
ilege of the gifted few; but modern science and 
invention have released music for ige masses and 
the amateur has come into his own. 
15McConathy "The Public School and the Private 
" , Teacher, QE• Cit., pp. 66-67. 
16Meissner, "What is Happening to the Piano," QE.• 
ill· , p. 190. 
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No longer would concentration on scales and finger dex-
terity exercises sustain the average beginner. Since fewer 
people were looking upon piano study as a means to a voca-
tion or even as a means of exhibiting the acquisition of 
so-called cultural graces, piano study had to fulfill another 
purpose. Ahearn described that purpose as follows: 
• • • to bring pleasure to the individual and to 
add to his recreational interests rather than to 
lure him with the usual yain hope of becoming a 
professional performer.l7 
The Expansion .£! lli_ Class Piano Program 
The depression of 1929 seemed to heighten the problems 
of the private teachers; therefore, it was understandable 
that group instruction, once considered a threat to their 
income and economic security, suddenly seemed to become the 
solution to their problems. The National Bureau for the 
Advancement of Music, working in conjunction with the Music 
Teachers National Association and the Music Supervisors 
National Conference toward the promotion and betterment of 
the program, reported great gains in the number of classes 
in operation from 1928 and during the early 1930's. The 
economic crisis facing the private teachers, plus the 
17Ella Mason Ahearn, "Piano Classes,"· Music Teachers 
National Association Proceedings, Oberlin, Music Teachers 
National Association, 1932, p. 225. 
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promotional program possible through the National Bureau 
for the Advancement of Music, revealed class instruction as 
the answer to the need for inexpensive music lessons. After 
the distribution by the Bureau of the publications on the 
expansion of piano classes, the requests for information and 
for counseling and advice in individual correspondence con-
cerning the program became so great, that, in September, 1929, 
the Bureau secured the full time services of a specialist in 
piano class work. Ella H. Mason, with nine years experience 
in piano class teaching methods courses at Rutgers University, 
the Eastman School of Music, and in several Canadian cities, 
was selected for this position. Her full time work with the 
Bureau included not only the performance of personal con-
sul tatio·n services, but also, traveling through the country 
in order to keep in closer contact with developments.l8 The 
Music Supervisors National Conference's Piano Section of the 
Committee on Instrumental Affairs, in supporting this latter 
function, stated: 
Since a very general interest in piano classes has 
been aroused and is constantly spreading, it would seem 
well to have our efforts concentrated not so much on 
expanding the movement as on rendering the most help-
ful service to those cities where those classes have 
lS"Report of Piano Section--Committee on Instrumental 
Affairs," Music Supervisors National Conference Yearbook, 
Chicago, Music Supervisors-National Conference, 1936, 
p. 254ft. 
been inaugurated and assisting those who are 
handling classes to meet their constantly arising 
problems.l9 
In the matter of teacher training, the Committee 
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expressed great essentiality, since widespread success of 
the classes depended upon good teaching. It was stated 
that in 
• • • recognizing the great tendency for incompe-
tent and poorly trained teachers to enter this 
field, the Committee felt the need for carrying 
on an intensive program urging all prospective 
teachers to get thorough training and also urging 
school authorit~5s to . accept only properly pre-
pared teachers. 
The group, therefore, stimulated normal courses in piano 
class methods and prepared a list of colleges and conser-
vatories where such courses were offered. Within two years, 
there was an increase of from thirty to one hundred and 
thirty-two institutions -where these courses were available;21 
in 1932, the number arose to one hundred and forty-six.22 
Many of the institutions reported that the foundation text 
in these methods courses was the Guide for Conducting Piano 
Classes in the Schools, the booklet prepared by the Music 
Supervisors National Conference. 23 
19"Report of Piano Section--Committee on Instrumental 
Affairs," ..QE.. £!!., p. 255. 
20rbid., p. 253. 
21 11Report of Committee on Piano Classes," Music 
Teachers National Association Proceedings, 19301 P• 260. 
22Ahearn, Op. Cit., p. 224. 
23"Report of Piano Section--Committee on Instrumental 
Affairs," ..QE.• Cit., p. 254. 
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The surge of classes in operation and the great 
interest which mushroomed during this period was evidenced 
' in the statistics gathered by the National Bureau for the 
Advancement of Music. The greatest increase appeared to 
occur between December, 1929, and December, 1930. The 
following are the figures reported by the Bureau: 
January 1929: 
Number of requests for information 
Number of cities reporting classes 
in operation 
Number of persons conducting classes 
Between December 1929 and December 1930: 
Number of requests for 
information 
Number of cities and towns 
reporting classes 
Number of persons 
conducting classes 
December 1932: 
Number of requests for information 
Number of cities and towns reporting 
classes in operation 
Number of persons conducting classes 
From 
8,480 
584 
980 
3,372 
389 
9so24 
To 
13,281 
880 
2,00425 
16,662 
1,09126 
2,502 
These figures show the totals up to the time indicated. 
24Ella Mason, "Recent Development in Class Piano 
Instruction," Music Supervisors National Conference Yearbook, 
Chicago: Music Supervisors National Conference, 1931, p. 1I9. 
25 
"Report of Committee on Piano Classes," Op . Cit., 
1930, p. 260. 
26Ahearn, Op. Cit., p. 222. 
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Cleveland and Chicago were cited as spec1~1c examples 
o~ expansion. In 1925, Cleveland o~~ered piano classes in 
three o~ the city's schools, forty enrolling. By comparison, 
in December, 1930, instruction was held in all school 
buildings with 1040 pupils involved. 27 In 1932, Chicago 
claimed that in three years, 37,000 had taken part in class 
piano lessons offered up to that time outside school hours. 
Of these children, 6000 left these classes to continue with 
private teachers.28 
Ella Mason Ahearn believed that there must have been 
far more classes in operation throughout the country than 
had been reported. Referring to the general growth and 
attitude toward class instruction, she stated: 
Advantages of class work are so sound that they 
easily account for the growth of the movement to 
the state where even the most conservative peQple 
no longer consider it in the light of a fad.29 
Where, at one time, group instruction was carried on by the 
public schools alone, Ahearn disclosed that private teachers 
were also initiating the plan. She continued: 
Observation seems to justify the statement that 
many of the higher priced teachers, who in the 
beginning discredited group lessons, are now 
27Ella Mason, "Piano Class Challenge Quickly Answered," 
Musician, December, 1930, p. 10. 
28J. Lewis Browne, "Piano Classes in the Chicago Public 
Schools," Music Supervisors National Conference Journal, 
November, !932, p. 22. 
29Ahearn, Q£• £!!., p. 223. 
offering such instruction, either having been 
forced to do so by economic conditions or having 
been sincerely attracted by the educational merit 
of class lessons.30 
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The fees charged for these lessons in the public schools 
ranged from twenty-five to fifty cents; in some places the 
lessons were free of charge. In private studios, the fee 
was frequently set at one dollar per lesson. These fees 
were paid in advance for a stated period of lessons. Two 
private schools in a wealthy community reported organization 
of piano classes ch~rging one dollar and fifty cents per 
pupil, thus enabling . them to "• •• provide better teachers 
and to work with classes sufficiently small enough to insure 
good results."31 
Adult Piano Classes 
Class lessons in piano were not restricted only to 
children, however. The growing realization of the recrea-
tional value of music study was not only revolutionizing 
methods, but it was widening the teacher's scope immeasur-
ably. Margaret Anderton disclosed that around the middle 
1920's, there appeared a growing desire among adults to 
receive piano instruction. However, this need was sorely 
met in private piano studios since the courses presented were 
designed primarily for the child. Anderton stated that some 
30 Ahearn, Q£• £!!., p. 223. 
31Ibid., P• 223. 
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courses designed for the adult beginner were in existence at 
that time (1930), but even those were "• •• disappointing 
rehashes of courses laid out for the little child beginner."32 
A pioneer movement to meet the adult need for piano education 
was started by the State of Massachusetts in Boston around 
1928. It took the form of " ••• massed piano classes and a 
lecture-lesson plan of instruction."33 Under the State 
University Extension program, the first piano classes, held 
in the Boston Library Auditorium, brought an enrollment of 
thirty members. In November, 1929, the necessity arose for 
two different courses--a beginner's course for the one hundred 
and sixty-four registered adults, and an advanced course for 
the elementary pupils of the year before. The second class, 
however, was not offered until the following November, when, 
under the State University Extension program, it took place 
at the Boston University School of Music.34 
In 1932, Ahearn informed the Music Teachers National 
Association that the demand for adult instruction in piano 
was developing rapidly. Reports came fromnany parts of the 
32Margaret Anderton, "The Boston Plan of Meeting the 
Problem of the Adult Beginner Piano Student," Musician, 
.November, 1930, p. 22. 
33 Ibid. 
34 . IbJ.d. 
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country that through adult classes, people from varied 
walks of life, with no previous instruction, were learning 
to play piano. Classes were being formed even among mothers 
of pupils already studying, in community recreational centers. 35 
Raymond Burrows, of Columbia University, a notable 
figure in the class piano movement, revealed to the Music 
Supervisors National Conference in 1933, 36 that several 
years previously, the Teachers College at Columbia Univer-
sity inaugurated a beginning piano class for students whose 
major course of study was neither music nor music education. 
He added that work had grown so, that, at that time, it was 
attracting members from all parts of the University. Burrows 
claimed that at the end of one school year, these classes 
were able to (1) play a repetoire of folk tunes and simple 
classics, (2) read simple music at sight, and (3) have some 
keyboard facility and enough knowledge of chords to improvise 
an accompaniment for well known melodies.37 
Burrows' success in college classes motivated exper-
iments in adult piano classes outside of the college. He 
started to teach several experimental classes in two of 
3 5Ahearn, Op. Cit., p. 225. 
36Raymond Burrows, "The Broadening Field," Music 
Supervisors National Conference Yearbook, Chicago: Music 
Supervisors National Conference, 1933, p. 161. 
37 
Ibid. 
-
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New York City's largest department stores. Regarding this 
venture, Burrows stated: 
The willing cooperation of the personnel departments , 
in these stores, the eagerness of the employees to come 
to the piano classes, and the musical results accom-
plished in even a few experimental lessons ·indicate 
clearly that there is a broad field for piano instruc-
tion in stores of this type. Life insurance companies 
and other organizations which make a definite effort 
to provide cultural and educational improvement for 
their workers should welcome an opportunity for this 
work.38 
That organizations of employment concerned themselves 
with helping employees with such programs of improvement was 
not surprising. According to a report of the Music Teachers 
National Association Committee on Group Instruction in Applied 
Music, it was explained that during this time, " ••• econ-
omic conditions, social unrest, the strenuousness of modern 
life, ••• and the large number of unemployed,"39 combined 
to form reasons for the concentration of public attention on 
the use of new leisure time. Reflecting educational trends, 
the report continued: 
Not only is the present situation a challenge, but 
fortunately it is also an opportunity. Education means 
today, and will mean in the future, more than the 
· acquiring of technical training for earning a liveli-
hood or even cultural graces for social display. A 
large part of school work is already being devoted to 
the acquisition of skills for the enjoyment of life. 
38 Burrows, 2£· Cit., p. 162. 
39"Report of the Committee on Group Instruction in 
Applied Music, The Adult Beginner," Music Teachers National 
Association Proceedings, Ober~in, Music Teachers National 
Assoc~at~on, 1933, p. 244. 
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It is being more clearly recognized that culture is 
a possession through which one may derive pleasure 
for himself rather than something to exhibit for the 
edification of others. Culture may be in the form of 
knowledge and the develo_pment of taste, bringing 
keener appreciation, but it is far more fruitful when 
it also provides the training which insures partici-
pation and a self expression, which means release.40 
Springston, in studying the development of class 
piano,41 found, however, that this kind of instruction was 
slow to find its way into the college curriculum. One of the 
reasons for the reluctance to offer such a course was the 
fear that lessons on a musical instrument might tend to lower 
academic standards. 
Erskine, in an article for School Music in 1931,42 
stated that the conception of music as an educational subject, 
still prevailing in universities, was one of the biggest 
obstacles to progress. He explained: 
In most universities, the arts ••• (were] considered 
amusements, not subjects proper for a cultural dis-
cipline. • • • What the faculties • • • [held) least 
in esteem ••• [was] the ability to perform music.43 
Springston explained further: 
The traditional concept of the educational function 
of the Liberal Arts Cpllege was interpreted • • • as 
being concerned only with the fields of classical 
studies and the sciences. So-called professional 
40
"Report of the Committee on Group Instruction in 
Applied Music, The Adult Beginner," Op. £!.!., p. 244. 
41
springston, 2£• Cit., pp. 8-20. 
42John Erskine, "Adult Education in Music," School 
Music, January-February, 1931, p.6, cited by Springston, 
Op. £!!., p. 14. 
43Ibid., p. 14. 
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courses were considered as being the concern of the 
professional and technical schools alone.44 
However, changes were beginning to take place. A new 
emphasis upon the curricula started to provide for more post-
college activities, notably those which contributed to the 
use of leisure time. Springston credited this development 
to the weight of public opinion which was forcing a broader 
curricular offering by evaluating the college curriculum in 
terms of application and usefulness in adult life. The 
prevailing new philosophy of music instruction for the general 
public exerted considerable influence upon public opini on. 
In shifting from a consideration of music as a vocation to the 
consideration of music as a avocational opportunity, this new 
philosophy was allocating a place in the allege curriculum 
for adult instruction in music. 
Springston revealed further that another factor con-
tributing to the tardy recognition of piano class work on the 
college level was the " ••• accepted fallacy that the adult 
was incapable of learning in certain fields, especially those 
involving dexterity and fine motor skills."45 It was in-
dicated, however, that scientif ic experimentations, notably 
those of Thorndike, served to dispel further acceptance of 
the theory of adult inability. Springston stated: 
44springston , Op. Cit., p. 14. 
45~., p . 17. 
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Thorndike suggests that an adult fails to learn not 
because of his age, but more probably because: 
1. he lacks and has always lacked the particular 
capacity necessary, 
2. his desire is not sufficiently strong to 
force his attention, 
3. ways and meanings of learning are inadequate 
and would be at any age, 
4. habits, ideas and tendencies have46been developed which interfere with learning. · 
Scientific experimentation, therefore, helped in the con-
clusion that no one should restrain himself from learning 
because of a belief that he was too old to be able to ·learn 
it. 
Growth of a favorable attitude toward college class 
piano instruction was extremely slow, howevec Administra-
tive disapproval was shown on the basis of (1) the inequal-
ity of ability found in classes and the resultant difficulty 
in grading, and (2) the high cost of operation since the 
classes must, of necessity, be small. The first objection 
was met by keeping the program flexible enough to permit 
regrouping when some students progressed more rapidly than 
others. It was agreed that the second objection was justified 
when compared to lecture-type classes. But by comparing the 
cost of private lessons with the cost of group instruction, 
a financial savings was shown to be possible, In time, some 
46 Springston, Op. Cit., pp. 17-18, citing Edward L. 
Thorndike, Adult Learning;-New York, MacMillan Co., 1928. 
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progressive institutions inaugurated the class plan of piano 
47 
instruction, and marked success was reported. 
The adult attraction to piano classes was noted by 
leaders in ·the field. The recognition of the value of such 
classes prompted special caution in their execution in order 
to insure success. These leaders emphasized that an important 
prerequisite of teaching the adult class is an understanding 
and awareness of adult needs and objectives in comparison 
and contrast to the child's. In order for the adult to gain 
personal satisfaction from these classes, it was advised that 
instruction be adapted to the needs of the pupil. Grace Nash 
noted, in particular, that the teacher be aware that the older 
beginner (1) will be impatient unless he progresses quickly, 
(2) wants to know the reason for things, (3) is curious about 
the structure of music and should be given as much practical 
knowledge as possible, since, in a short time, " ••• he will 
be thrown on his own resources ••• "48 and resents material 
of a childish nature. The materials used should make use of 
the broader resources the student possesses: (1) larger 
reaches of the hand, (2) greater ·power at his command, and 
(3) ability to use pedals.49 
47s . t pr1ngs on, Op. Cit,, pp. 18-20. 
48Grace Nash, "Modern Trends in Piano Teaching," Music 
Teachers National Association Proceedings, 1930, p. 161. 
49~,, p. l60ff. 
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The Music Teachers National Association Committee 
on Group Instruction in Applied Music was of the opinion 
that the adult beginner is entitled to shortcuts, including 
a minimizing of techniques down to the barest essentials, 
and, perhaps, a deferring of notation~50 The Committee 
suggested an approach through the trai ning of the ear, 
encouraging the playing of tunes and themes "by ear", and 
then harmonizing them. The Committee cautioned teachers 
against imposing their tastes and standards on the older 
beginners. More important to them is reaching their tem-
porary goal. Regarding this point, the Committee added: 
The child needs guidance as to material, tone 
quality, and technique, but the grown person is 
too apt to become self-conscious and tg regard 
well meant insistence as discouraging. 1 
Rather than disregarding the study of technique altogether, 
however, the Committee suggested developing technique out 
of the music studied. 
Stressing the importance of the teacher's awareness 
of the adult viewpoint, the Committee's report concluded: 
Educators have become convinced that the child's 
welfare comes first, and that the demands of the 
subject matter should be subordinated. This principal 
is more emphatically to be kept in mind in teaching 
the adult, for he is in a position to require that it 
be followed. He wants • • • musical experience that 
50
"Report of the Committee on Group Instruction in 
Applied Music, The Adult Beginner," .QE.• Cit., p. 246. 
Sl~., p. 249. 
will enrich his life, and he will know very quickly 
whether or not we are actually giving him this 
experience. 52 
The Trend in Changing Methods 
During the 1930's, it was becoming increasingly 
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evident that leaders in music education were showing concern 
toward the application of the educational principles set 
forth during the earlier years of the twentieth century to 
all phases of music insruction, including class piano. 
Dykema credited the start of this development to the econ-
omic crisis of the times. His observations brought on the 
following statement: 
The financial disturbance of the past year has 
resulted in renewed consideration of educational values 
in the entire school program. Music and the other arts 
have suffered whenever they have been considered as 
external fads and frills. They have held their place 
• • • when their power to interpret and enrich life 
has been recognized. Possibly the salvation of our 
art lies in establishing the contention tha~ we are 
music educators rather than music trainers. 3 
Meanwhile, a newer set of ideas and plans on presenta-
tion and approach to piano instruction were showing them-
selves during this time, many of them seeming to mirror, among 
others, the following edticational theories and ·. ideas: 
52
"Report of the Committee on Group Instruction in 
Applied Music, The Adult Beginner," Op. £!_!., p. 250. 
53Peter Dykema, "The Piano Class Teacher: Trainer or 
Educator," Music Supervisors National Conference Yearbook 
1933, p. 154. ' 
1. Teaching is not telling, ••• demonstrating, 
••• correcting, ••• transferring what is 
in one mind to another, but it is the stim-
ulating of another mind to reach out and 
learn. • ~ • Teaching is the guidance of 
learning. 0 4 
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2. In preparing for lessons, the teacher must re-
examine and sift out his subject matter, guided 
by the careful consideration of: 
a) what the student is ready and capable of 
learning 
b) what things are most ~orthy of learning 
c) what conditions can be helped to produce 
that will be most effective in helping 
a pupil to learn.55 
3. The curriculum should be stated 
• • • not so much in terms of logically organ-
ized subject matter about the world and ad-
justments to it that adults had learned, as in 
terms of the activities of the children them-
selves.56 
However, this logical and psychological order of subject 
matter are mutually dependent, for through a psychological 
approach, a logical organization can be reached.57 
4. The more meanings the person has for the item he 
is learning, the more fully he experiences it. 
The more he brings to it, the more he gets out 
of it to enrich his values~ to make him more 
alert to next encounters.5~ · 
Dykema, perhaps keeping in mind modern educational 
thought, stressed that it is necessary for piano teachers 
to study how the piano fits into life, and then to prepare 
54n k 1 
.fV Y ema, Op. Cit., p. 55. 
55 Ibid. 
56John Brubacher, A History of the Problems of Ed-
ucation, ~ew York, McGraw-Hill Boo~Company, 1947,-p.~02. 
57Ibid., p. 241. 
· 
58Marie I. Rasey, This is Teaching, New York: Harper 
and Brothers, 1950, Chapter 117 
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the students to meet those uses. He emphasized further that 
unless the teacher motivates, renders intelligent and attrac-
tive the pupils' study of piano technique, it will never be 
learned. Dykema stated: 
f 
Learning techniques depends upon a recognized, 
attractive purpose, on a gradual approximation of 
power, and on the ability to see that acquired 
technique in terms of its relation to other 
techniques. Before we have learned anything 
completely, we haveetablished its relation to 
everything that it can possibly reach.59 
Burrows recommended that piano instruction include: 
1. physical activity--responding to music through 
definite physical reaction in space 
2. free activity at the piano--being free to browse 
over the keyboard, read as much as possible, 
experiment, play by ear, improvise, and 
harmonize 
3. a singing or lyrical approach--"Music must live 
in the mind of the musician. It must literally 
sing itself."GO 
Burrows pointed out the value of these activities by explain-
ing that true musicianship is not a problem of how to read, 
interpret or memorize; rather, "it is more a question of how 
to grasp the music."61 Therefore, the development of 
general musicianship is essential before the development of 
specific skills. 
59Dykema, Op. Cit., p. 156. 
6°Raymond Burrows, "The Piano Class an an Agency for 
Developing Musicianship," Music Educators National Conference 
Yearbook, Chicago, Music Educators National Conference, 
1'937, p. 321. 
61Ibid., p. 322. 
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In teaching beginning piano classes with children of 
k indergarten and first grade age, Burrows recommended that 
rather than having the children go directly to the piano at 
the first lesson, the teacher should be cautioned to have 
the children play the piano as sparingly as possible. In-
stead, other musical activities should be emphasized to 
ready the young child for piano study. These activities, 
considered important in the learning procedure, included 
(1) direct bodily response to music patterns, (2) dramatiza-
tion of ideas derived from music heard in class, (3) musical 
games, (4) the development of original poems and songs 
thr ough movement, (5) listening, (6) singing, and (7) playing 
with rhythm instruments. As a background for music reading, 
Burrows believed the following class activities essential: 
1. making motions to show and emphasize melodic 
direction, 
2. listening for stepwise progressions and skips 
in the melodic line, 
3. using the chalkboard and charts to correlate the 
look of the passage with the sound and feel 
on the piano, 
4. recognizing repetition and sequencia! patterns 
in music heard and sung, 
5. learning to follow rhythm and pitch simultaneously. 
Burrows was certain that 
a good musical grounding in the elements of musician-
ship which are fundamental to reading, will be of 
much greater value than a rudimentary knowledge of 
isolated spots on the staff.62 
62Burrows, "The Piano Class as an Agency for Develop-
ing Musicianship," Op. Cit., p. 323. 
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Others shared this opinion, some approaching the 
problem a little differently. Kitcat and Scanlon described 
a plan which was used at the Carnegie Institute of Tech-
nology, correlating eurhythmics with class piano instruc-
tion.63 Kitcat and Scanlon believed that since the two 
essentials in music are tone and rhythm,· the first atten-
tion in music study should be upon tone and the rhythm in 
themselves before any attempt is made to reproduce them on 
an instrument. Kitcat and Scanlon stated: 
Since rhythm penetrates by way of the body into 
the soul (or inner cons.ciousness), it is through . 
movements of his own body that the child best 
learns to experience rhythm.64 · 
Among the activities carried out in this plan was the ex-
pressing of the rhythms of the body in motion through walk-
ing, running, leaping, and skipping. These rhythms were 
then linked with time units in music. For instance, a 
- J' 
quarter note was associated with the tempo of a walking 
step, and eighth note with a running step. Combinations 
of these became rhythmic patterns to be stepped and danced 
in a variety of ways. While perfpr.ming these patterns, 
words designating the movements were spoken in rhythm. 
Later, this terminology was employed at t he piano. Kit cat 
and Scanlon explained that this was done .. 
I 
' : 
63
cecil Kitcat and Mary Browning Scanlon, "Eurhythmics 
and Class Piano Instruction," Music Educators National Con-
ference Journal, November, 1934, p. 14. 
64Ibid. 
••• so that in the child's experience, the 
rhythmic movement of his own body in space and 
the rhythmic movement of tone in time become 
indissolubly linked together, and he grows to 
feel music in movement, and movement in music. 65 
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Notation followed only after the children had become familiar 
with the physical experience of note values. 
Other activities included: 
1. the development of pulse feeling through movement 
2. the coordination of pulse feeling and rhythm 
pattern in movement simultaneously 
3. the grouping of pulse feeling into heavy and 
light beats 
4. the consideration of the shape of phrases in 
preparation for enacting them in motion 
5. the individual creation of patterns using 
individual ideas as to direction and movement, 
and the encouragement of melodies composed on 
the patterns to be sung, played on the piano, 
then harmonized with chords.66 
Through the rote song apprat ch and the ear, the child 
was taught the various "touches" on the piano and their effect 
on tone and interpretation. Gradually, the child was gaining 
facility in the handling of melodies and chords, transposing 
them to all keys, but guided by the ear along. Describing 
subsequent activit.ies, Kitcat and Scanlon stated: 
65 
Kitcat and Scanlon, Op. Cit., p. 15. 
66 
~., p. 15ff. 
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Vfuen creative activity has reached a certain level, 
the child feels the necessity to learn to read. He 
hears music around him which he would like to play, 
and finally conceives the idea that the notes on the 
printed page constantly before him since the first 
lesson are the same means of communicating music as 
those g7 used in stepping and running on the rhythm 
floor. 
The idea of rote learning applied to the piano, and 
preceding formal reading, started some time during the 1920's. 
Meissner, in 1925, in a description of his piano method, 
Melody Way, advocated a kind of rote learning plan whereby 
the child, after having learned to sing the tune to be played, 
first with words and . then with so-fa syllables, was shown how 
to play the melody on the piario. After the melody was learned 
with a simple chord accompaniment, the teacher would try to 
lead the class to the discovery of the notes and keys, and 
the harmonies.68 Added evidence of rote teaching in piano 
classes w·as revealed among the o-bjections of the private 
teachers toward class piano during the 1920's, with criticism 
directed toward the deferrment of note learning. Therefore, 
this· plan, whether poorly or well executed, must have been 
prevalent iri some places. 
6'7cecil Kitcat and Mary Browning Scanlon, "Eurhythmics 
and Class Piano Instruction, continued," Music Educators 
National Conference Journal, January-February, 1935, p. 16. 
68otto Meissner, "Modern Pedagogy in Class Piano 
Teaching," Musician, June, 1925, p. 25. 
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In 1929, Maier and Carzilius presented a new course 
in piano instruction69 which was described as attempting 
••• to avoid antiquated, mechanical models and 
methods attending the complicated act of reading, 
at the very beginning of training, notes from the 
staff, and playing them simultaneously. 70 
Instead, the course was designed to introduce piano study 
through the ear approach, the first act of coordination 
being that of the ear and hand. The plan involved 
••• a rote system with a type of physical imitation 
as the starting point until the child's facil~iY 
along such lines becomes an established fact. 
In defense of rote work before formal reading, Hall 
pointed out that reading is taking in at glance, a whole 
series of signs and symbols. Continuing this discussion, 
she stated: 
This wholesale .grasping of the musical thought 
requires the ability to grasp with the hand in the 
same manner. Rote playing enables the hand to 
become accustomed to the keys in advance of solving 
and interpreting the page. The solution of the page 
is the simplest part of the process. The hand should 
be given same~eadway in rote playing before reading 
is attempted. 
69"Rote Training as an Approach to Ptano Study," 
Musician, August, 1929, P• 27. 
70Ibid. 
71Ibid. 
-
72Addye Yeargain Hall, "Piano Class Questions 
Answered," Musician, August, 1930, p. 10. 
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Diller considered rote teaching useful and desirable, 
when properly presented, for the following reasons: 
1. It becomes easy for a child to play pieces which 
would be difficult or impossible for him to read. 
2. Through rote learning, the child gains a certain 
amount of keyboard freedom and "• •• a sense of 
pianism that he should be acquiring as soon as 
possible."73 
3. Rote learning gives the child a great feeling of 
achievement, subsequently encouraging him. 
In teaching a rote piece, Diller suggested teaching first 
the rhythmic outline of the whole rather than to begin 
teaching the notes of the first measure. In this way, the 
child would grasp more easily the flow of the entire piece. 
The use of singing was stressed and considered a valuable 
aid to a better conception of the whole. 
Regarded important was leading the class to correlate 
what the ear hears with what the fingers are to play. 
Dictation from one piano to another was suggested. The 
teacher should play a simple melodic phrase or chord pattern 
on one piano, and the pupil should repeat it on another. 
Through ear training it was believed that a better under-
standing of music would take place. This was considered most 
important to the reading program. Concerning pre-reading 
experiences, Diller stated: 
In the history of the race, writing obviously came 
before reading. So, we train our students to write 
what they hear, and then read what they have written. 
73Angela Diller, "Class Piano Teaching" Music Teachers 
National Association Proceedings, 1932, p . 145. 
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••• Children can begin by hearing and writing, 
first time values, then pitch, and later, chords. 
If thls training is continued systematically, 
reading follows as a logical sequence.74 
The sequence was spelled out as follows: (1) hearing, (2) 
playing, (3) learning names and definitions, (4) writing, 
and finally, {5) reading.75 
The Decline of Class Lessons 
Despite the new ideas on bringing class piano instruc-
tion closer to modern educational principles, interest in 
class work appeared to be on the decline after 1935. There 
was a noticeable absence of articles and letters appearing 
in the music and educational magazines and periodicals. 
During 1940 and 1945, the war years, no mention of class 
piano whatsoever could be found. This lag in interest was 
traced to two reasons: (1) the quality of teaching, and (2) 
economy. 
The quality of teaching. Possibly, much of the decline 
might have beendue to failure. Again, as during the 1920's, 
the failures, discouragement, and even rejection of piano 
classes, were caused by (1) lack of training in class . methods, 
and (2) the attitude of the teacher toward piano study. In 
74Diller, Op. Cit., p. 145. 
75 
Ibid • 
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spite of the fact th~t courses in class methods were avail-
able, a great number of teachers never benefited from th~. 
This problem was clearly evidenced in articles appearing in 
music and educational periodicals along with the discussions 
of new methods and philosophies. These articles contained 
strong criticisms with suggestions from recognized author-
ities on class piano. 
In 1933, Ahearn, in citing the pop·ularity of class 
lessons in public and private schools, and in private piano 
studios throughout the country stated: 
One sad feature of this development is that the 
quality is not keeping pace with the quantity. 
Although a large number of classes are being 
taught, I cannot help feel that many of these are 
producing inferior results •••• 76 
To explain the class results they were obtaining, teachers 
were giving certain excuses. Some maintained two goals; one 
set for private pupiis, · and t he other, far inferior, set for 
class pupils. Many explained that since their instruction 
was for recreational rather than for a professional aim, 
things well-done were not expected. Referring to this situa-
tion, Ahearn commented. 
If the children are not making definite progress, and 
cannot feel that they are developing more power in 
the thing which they are doing, they soon become dis-
couraged, tire of their lessons, ~~d look for the 
first opportunity to discontinue. 
76E. M. Ahearn, "High Standards in Class Teaching," 
Music Sulervisors National Conference Yearbook, 1933, 
PP• 165- 66. 
77Ibid., P• 166. 
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In reference to those who regarded the piano class as a 
means of discovering talent, Ahearn stated: 
The teacher who places a large number of pupils in 
a group and gives them some instruction with the 
idea of being able to pick out the child who sur-
vives the ordeal and displays ability, is covering 
more talent than he is unearthing.78 
The suggestions given for the possible solution to the 
problems arising from class teaching pointed to more specific 
causes of discouragement and failure. 
1. Classes were too large. 
2. Little reclassification and regrouping was done. 
3. Classes were becoming a series of individual 
lessons, losing the effect and advantages of group 
instruction, and causing discipline problems. 
4. Too much time was given to the theoretical phase 
of the work at the expense of the practical side. 
5. Not enough activities were planned to keep interest 
from lagging. 
6. In some instances, pupils were kept working at the 
highest possible level of which they were capable, 
thus inevitably creating a feeling of frustration 
and failure among many of the students. 
7. In other instances, discipline problems were arising 
from the more intelligent, capable child, who, 
when not kept busy enough, was diverting the 
attention of the others from the lesson . 
8. Many teachers were not confident in the value of 
78 
p. 166. 
class lessons, failed to have a well-planned pro-
cedure, and were unable to control and manage groups 
of children s killfully. 
Ahearn, ""High Standards in Class Teaching, " Op • .£!.!. , 
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Economy. In addition to the many examples of poor 
teaching done in this area, financial pressures on the 
public school system might well have contributed to the 
decline in the number of class lessons in piano. Meyer79 
indicated that the schools, feeling the effects of the 
depression by 1931, were forced to reduce their budgets, and 
consequently, expenditures had to be cut. In many places, 
this meant, among other things, the curtailment and elim-
ination of so-called, special subjects and classes, including 
kindergarten, special education for handicapped children, 
art, music, shop work, and physical education. 80 
Just as the schools were beginning to recover from the 
effects of the depression, they were met by another wave of 
economy in 1939, some places suffering great financial strain. 
The effects of the war seriously heightened the damage to 
education caused by the depression. Meyer stated that 
"although America escaped the material havoc caused by actual 
combat, the harm done to its schools, directly and indirectly 
by the war, was nonetheless immense. 81 
In the middle of this financial stress, class piano 
surely must have resulted in elimination, especially where 
79 
Adolph Meyer, The Development of Education in the 
Twentieth Century, New YorK, Prentice-Hall, Inc., 1~9:--
80Ibid., pp. 414-415. 
81 Ibid., p. 416. 
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music was considered one of the "fads and frills" of 
education, and where the quality of teaching seemed to prove 
it. 
The surge of interest in piano classes caused by the 
conditions of the times, therefore, subsided toward the end 
of the 1930's. For many, perhaps, group instruction was 
valueless. However, the program was not completely rejected. 
It smerits were still recognized, if not publicized. 
II. THE POST-WAR YEARS 
Despite the apparent abandonment of class piano, it 
did not disappear altogether. Rather, enough good examples 
of teaching remained to begin still another wave of interest, 
s ignificant in its development. 
Between 1935 and 1945, music and educational period-
icals, the usual vehicles of expression for the program, 
offered very little comment about the medium. However, in 
1945, with the end of the war and the start of the rebuilding 
of American education in view, confidence in the value of 
such a program in the schools reappeared. From the North-
west and the Southern Zones, divisions of the Music Educa-
tors National Conference, came reports of Consultant Councils 
concerning the fostering of piano classes in the schools.82 
82 
"Piano Instruction in the Schools," Music Educators 
Journal, May-June, 1945, p. 34. 
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The Northwest Consultant Council expressed the opinion 
that class piano instruction should begin in the second 
grade and be continued through the grade school and high 
school, as well as being part of the college curricular 
offering. In addition, with the termination of the war, the 
group revealed its confidence in an adult instruction program 
having n·. • • a place in the program of the voluntary re-
adjustment efforts of the returning war veterans."83 
Recognizing the importance and problem of training 
teachers to manage such classes competently, the Northwest 
group recommended 
••• that each teacher training college devote, not 
as a separate piano pedagogy course, but within its 
regular music education course, at least one unit of 
instruction to the piano class teaching technique. 
Since each elementary school teacher is expected to 
be able to play a t least simple accompaniments for 
school singing, it is reasonable to expect that this 
teacher m_ay be trained to pa~~ on at least this much 
instruction to her ·students• . 
The Southern Consultant Council also stressed the 
importance of training for this medium in colleges. The 
committee believed that although teaching standards had been 
raised over the previous ten years through the influence of 
clinics, conferences, festivals, and summer courses, it was 
necessary for the colleges to assume a definite responsibility 
83"Piano Instruction in the Schools," .£E.• ill_., P• 34. 
84~., p. 35. 
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to future piano teachers in their application of the prin-
ciples of teaching to piano instruction. 85 Regarding the 
importance of piano preparation in colleges, the report stated: 
The college could do much toward encouraging piano 
in the music programs of the public schools by 
offering the prospective music supervisor an oppor-
tunity to gain knowledge of piano pedagogy compar-
able to requirements in vocal and instrumental music . 86 
Not only was piano pedagogy stressed, but also, the provision 
of supervised practice teaching in this area. Regarding 
instruction in the public schools, the committee suggested 
that piano classes be offered through the elementary school 
and the high school starting from the fourth grade.87 
The value of piano class instruction in the schools 
was stressed in the reports of all six consultant councils 
of ~he Music Educators National Conference throughout the 
country. However, the editors of the Music Educators Journal 
felt that the issuance of special reports on the subject by 
two of these councils, independent of each other, seemed 
particularly significant, especially in view of the fact that 
the original twenty-six agenda items upon which the council 
discussions were based, did not include special reference to 
any individual instrument. 88 
85
"Piano Instruction in the Schools", Op. Cit., p. 34. 
86 Ibid. 
87Ibid. 
88Ibid. 
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In 1946, the following year, a special committee was 
formed by the Music Educators National Conference on Basic 
Music Instruction Through Piano Classes, thus preparing for 
a kind of national unification for piano educators. Heading 
the committee was Raymond Burrows, Chairman, and Polly Gibbs 
of Louisiana State University, vice-chairman. 
Frisch, piano teacher in the public schools of New 
Rochelle, New York, and chairman of this committee in the 
Eastern Zone of the Music Educators National Conference, 
became very active in propelling interest toward class piano 
in the schools, and in initiating it in proper relationship 
to the school atmosphere. Regarding the existing attitude 
of the public schools toward class piano, Frisch explained 
that 
one reason for lack of understanding concerning 
class piano instruction is that no one has clearly 
defined the essential qualifications and attitude 
of the class piano tgScher, or the principles 
underlying the work. 
Frisch emphasized that the functlon of the piano class 
is to present the fundamentals of music with the piano as the 
medium. The teacher of class piano, therefore, not only 
must have a broad musical background, but he or she must 
thoroughly understand "• •• the relationship of her work to 
the rest of the music education program and to the general 
89Fay Templeton Frisch, "Calling all Piano Teachers," 
Music Educators Journal, March, 1946, p. 84. 
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1 h 1 "90 curriculum of the e ementary sc oo • Frisch stressed 
that more than a skilled pianist, the class piano teacher 
. . 
• must be competent in the use of psychology techniques II 
91 
for the elementary school child and in classroom procedures." 
She stated that most teacher training institutions had failed 
to set up an adequate course of study in this field.92 How-
ever, there were a number of attempts made toward the im-
provement of teaching and the preparation of better teachers 
of class piano. 
In 1948, as chairman of the Basic Music Instruction 
Through Piano Class committee in the Northwestern Zone of the 
Music Educators National Conference, John Crowder and his 
committee set up a full time six week piano teaching workshop 
at Montana State University during the summer session of 1948. 
The purpose of this workshop was (1) to emphasize the teacher 
preparation phase of the national program, and (2) to find 
answers through experimentation to a number of questions 
raised in pre-convention discussions. With Fay Templeton 
Frisch as director, the workshop was continued as part of the 
course offerings of the Montana State University School of 
Music summer session with full time credit allowed.93 
90Frisch, Op. Cit., p. 84. 
91Ibid. 
92Ibid. 
93John Crowder, ''The Piano Teaching Workshop," Music 
Educators Journal, February-March, 1949, pp. 21-22. 
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In the meantime, the San Francisco Music Teachers 
Association had been sponsoring after school classes de-
signed as a thirty week course of study in class piano for 
beginners in some of the San Francisco elementary schools. 94 
Along with this plan, an extension course in class procedures 
for teachers intending to instruct these classes was arranged 
at the San Francisco State Teachers College. 95 
In Alabama, at the Jacksonville State Teachers College, 
a method was developed whereby college students in the el-
ementary school education division were given the opportunity 
to develop their own musical ability in singing and playing 
the piano, and, at the same time, were able to acquire a 
technique for teaching basic musicianship. This was done by 
setting up two types of group instruction: one on the college 
level for prospective grade teachers, and one on the elemen-
tary school level for fifth graders in the campus school. 
The course on the elementary school level was aimed at the 
development of basic musicianship rather than specialized 
piano, augmenting the vocal program as a grade room activity 
in daily twenty minute periods. The first six weeks were 
devoted to rote teaching, learning to play familiar tunes 
with basic chord accompaniments by ear. These tunes were 
94 
"Letters, After School Piano Classes," Music Educators 
Journal, March, 1946, p. 12. 
95Ibid. 
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transposed to a number of keys and sung using the letter 
names of the notes and the chord names as words. This pro-
cedure was followed by the creating of new tunes, and finally, 
the reading of the staff. Along with his own piano develop-
ment in sightreading, rhythm, and in the use of chords, the 
prospective grade teacher was given the opportunity to 
observe and practice-teach in the fifth grade class piano 
project. 96 
The need for more music study for elementary teachers 
responsible for music education in the grades, was also 
recognized by the Oswego State Teachers College, in Oswego, 
New York. To imrpve the deficiency in basic music funda-
mentals in the shortest time possible, Oswego set up a pro-
gram in piano instruction with the following objectives set 
for the students: (1) to develop a functional knowledge of 
piano, (2) to learn notation, (3) to acquire chord under-
standing, (4) to develop rhythmic feeling, (5) to allow music 
to become functionally satisfying, and (6) to secure for the 
student a feeling of musical accomplishment. Incoming fresh-
men were sectioned for piano classes on the basis of the 
amount of pre-collegiate music training. The regular 
collegiate music course for all entering college students met 
three times weekly for thirty-six weeks. One of these weekly 
96M. C. Heim, "Alabama Advance in Music," Music 
Educators Journal, September-october, 1949, pp. In-16. 
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class periods was devoted to keyboard instruction, the class 
membership, no larger than twenty-five. It was observed that 
the class approach and the functional approach caused the 
lagging interest in music to zoom, bringing self-satisfying 
results and proving to provide incentive to further learning. 
Further evaluating the program, Sunderman, chairman of the 
Department of Music at Oswego State Teachers College, stated: 
A salutary outgrowth of the whole program has been 
the recognition on the part of the education depart-
ment that the student interested in kindergarten 
or primary school teaching s~~uld have a functional 
proficiency in piano skills. 
The Baltimore Public Schools similarly recognized the 
need for music instruction for the classroom teachers. Since 
many of them were responsible for bringing music to the 
children, yet had had no pre-service preparation in class-
room music instruction, it became desirable to present an in-
service program to improve this -aspect of teaching. In 1947, 
the Department of Education in Baltimore, initiated a program 
in which one year of piano class instruction was offered, free 
of charge, to any elementary classroom teacher who could profit 
from instruction on the beginning level. According to the 
results of a questionnaire, the plan was enthusiastically 
endorsed by the teachers who had ·completed a year of instruc-
tion. Those who had completed sufficient work were to be 
97Floyd F. Sunderman, "Class Piano and Education 
Students," Educational Music ·Magazine, March-April, 1948, 
P• 38. 
given two semester hours credit towards further salary 
increments. This class piano plan was part of a broad 
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program for the professional development of the entire 
teaching staff of the Baltimore Public Schools.98 
In the meantime, the Music Educators National Conference 
committee project on Basic Music Instruction Through Piano 
Class had reached a new phase of development. Instead of 
answering questions of why class piano was valuable to private 
teachers, and schools and administrators, the committee found 
itself occupied answering questions of how classes in piano 
could be organized and taught. Prompted by requests of in-
formation concerning materials, procedures, and problems of 
piano classes, the committee found it necessary to issue 
publications in the form of pamphlets. Later, a handbook for 
teaching piano classes was made available99, and a system for 
providing articles on piano teaching to state and local music 
magazines was organized. With the help of state and local 
piano committees, skilled demonstrators became available to 
give demonstration lessons and to conduct clinic discussions 
and workshops in all parts of the country. Piano teachers in 
both school and studio gave indication of their eagerness to 
participate. 100 
98Kenneth Hjelmereick, "Class Piano for Elementary Class-
room Teachers," Music Educators Journal, February-March, 1950, 
p . 30. 
99Handbook for Teaching Piano Classes, (Piano Instruc-
tion Comm1ttee, MU:Src Educators National Conference. Chicago: 
Music Educators National Conference, 1952.) 
lOORaymond Burrows, "Piano Instruction," Music Educators 
Jour~!' June-July, 1948, pp. 17-18. 
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The Music Educators National Conference was being 
helped in this program of education by the National Associa-
tion of Piano Manufacturers . With the cooperation of Raymond 
Burrows, the association spread the idea of class lessons 
into its stae and local meetings. This resulted in the 
organization of a national-divisional-state-local piano 
committee in which leaders were making themselves available 
1 . . 1 t d d t t . 
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to conduct workshops, c 1n1cs, ec ures an emons ra 1ons. 
In 1948, through the joint sponso~ip of the Music 
Educators National Conference Project Committee on Basic 
Music Instruction Through Piano Classes, and the Class Piano 
Instruction Committee of the National Piano Manufacturers 
Association of America, Incorporated, two surveys were 
ronducted. The purpose of one was to determine the national 
attitude regarding music education in the schools; the otrer 
was a mail investigation " ••• to determine the extent to 
which schools • • • [had undertaken) piano instruction and 
the conditions under which this • • • (was] given. nl02 
101 Raymond Burrows, "The Development of Piano Classes 
in the Schools," National Music Council Bulletin, September, 
1947' p. 1. 
102Piano Instruction in the Schools, edited by William 
R. Sur, Cliicago, Music Educators-National Conference, 1949, 
p. v. 
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The following report, concerning the attitude toward 
school music instruction, came as a result of one of the 
surveys: 
As a part of the survey to ascertain the national 
attitude regarding music instruction in the schools, 
research investigators personally interviewed qualified 
family representatives in all parts of the country. In 
answer to the question, "Should musical instrument in-
struction be included in the school curricula? eighty-
two per cent of the respondents believed that it should 
be a part of the school curricula. Fifty-four per cent 
of this group expressed a desire to have piano instruc-
tion made available to the children. The schools can 
feel certain that they will receive community support 
in the establishment of promotion of piano study at 
public expense.l03 
According to a survey regarding public interest in music made 
for the American Music Conference, this evidence of favorable 
public opinion toward instrumental study in the schools was 
further verified.l04 
However, the returns of the mail investigation concern-
-
ing piano instruction in the schools did not show an enthus-
iastic number of school systems undertaking the piano aspect 
of instrumental instruction at that time. Out of the 4,447 
school systems responding to the questionnaire, representing 
45.8 per cent of the total school systems in the country,l05 
103Piano Instruction in the SchoolsL Op. Cit., p. v. 
104 Ibid. 
105 
Ibid., p. 20. 
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660 reported giving piano instruction. By geographic 
section, the South revealed a higher percentage of schools 
providing lessons, whereas, the proportion of piano i ns truc-
tion in the other three sections had little varia tion: (1) 
the East reported 10.2 per cent, (2) the North Central 
section, 8.7 per cent, (3) the West, 10.3 per cent, and (4) 
the South, 31.9 per cent.l06 
In regard to the growth of piano instruction, the 
investigators stated that 
The adoption of piano instruction seems to have been 
a gradual process, occurrring over a long period of 
years. Over half of the school systems report that 
they had had instruction ten years or longer. There 
is some indication that the rate of adoptions has been 
faster in the North Central area during the past five 
years.l07 
However, of the 660 school systems giving piano instruction, 
only 32.1 per cent of the systems used group instruction. 
Although the South indicated a larger proportion of schools 
offering piano instruction, the class method of instruction 
was revealed as being the least important in the South in 
proportion to the other sections. Of the school systems 
offering piano instruction, (1) the East reported 48.1 per 
cent using class procedures, (2) the North Central area, 
40.1 per cent, (3) the West, 58 .6 per cent, and (4) the Sou th, 
19.2 per cent.l08 
106Piano Instruction in the Schools, Op.Cit., p. 23. 
107Ibid. 
108~., p. 25. 
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By school type, the elementary schools provided use 
of group instruction more than the junior high or high schools. 
Beginning class lessons in the elementary schools were usually 
offered in the first four grades. The general opinion seemed 
to be that worthwhile results were obtained whenclasses are 
limited in size to ten pupils. However, there were some 
reports of classes being held with twenty-to twenty-five in 
membership. 
One of the biggest and most serious obstacles to piano 
instruction was disclosed to be a lack of qualified "class-
minded" teachers. Other major obstacles involved (1) lack 
of funds, (2) lack of space and pianos, and (3) for class 
lessons, difficulty in scheduling.l09 
Despite the comparatively small number of school 
systems offering piano instruction, its success in those 
schools which did offer it went without question. That more 
than half of the schools responding and reporting piano 
instruction had continued it for ten years and more seemed 
significant. Comments regarding piano classes from these 
schools, verified the general opinion that these classes 
do have a distinct educational value for the child. On the 
basis of these responses, the Music Educators National Con-
ference concluded that class piano instruction deserved more 
serious consideration by institutions of education.llO 
109Piano Instruction in the Schools, Op. Cit., p. 45. 
llOib1·d., 4 25 pp. - • 
CHAPTER VI 
SUMMARY AND CONCLUSIONS 
It was the purpose of this study to analyze articles 
pertaining to class piano instruction in order to show how 
the class piano program has developed in the United States. 
I ncluded in the study was an attempt to determine when and 
where changes took place (1) in the function, objectives, 
and organization of the classes, (2) in the nature of the 
material taught, and (3) in the approaches or methods used 
i n the presentation of the material. Other questions exam-
ined in this study concerned (1) why some methods and 
approaches were adopted and progressively rejected, and (3) 
when and why the rise and decline of interest in the program 
occurred. 
The sources of data from which this study was made 
consisted of articles written by people directly and in-
directly involved in the program, people affected by the pro-
gram, and people interested in its development. These 
articles were taken frommisic and educational periodicals, 
and from the yearbooks and proceedings of the Music Educators 
National Conference and the Music Teachers National Association. 
I. SUMMARY 
The class piano program, which has survived some very 
critical years, has been in existence in the United States 
since the first decade of the twentieth century. Dividing 
its history into three stages of development, the first 
was described as a period of indifference. However, on 
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the part of those few who were made aware of its existence, 
there seemed to be, rather than indifferences, either 
assention or dissention toward the program. 
Group instruction in piano was first adopted by a few 
private teachers during the first two decades of the twentieth 
cnetury. These classes were found to be an excellent means to 
teach theory and to drill on piano technique. Around 1915, 
some public schools began to see the merits of such classes 
and experimented with them to suit their own purposes, 
correlating them with the general music classes. The few 
public school systems that initiated the program of class 
lessons encountered much opposition from private teachers who 
felt that their only ~eans of livelihood was being threatened. 
Their concern over the possible spread of these classes, 
already appearing to endanger their economic welfare, the 
methods in which the classes were operated, and the results 
obtained provided sufficient material for thar storm of 
protests. These protests became strongly evident during the 
latter half of the 1920's. Although there were some examples 
of excellent teaching, there were many examples of poor 
teaching where neither the feeling of a class situation was 
attained nor the goals accomplished. In many instances, the 
class teacher, often a private teacher of piano hired by the 
school, attempted to achieve in the group situation the same 
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objectives of a private lesson. This resubed in the placing 
of too much emphasis on theory and pianistic skills. Con-
sequently, not only were the objectives often not achieved, 
but the problems of discipline, arising from the situation, 
were creating further difficulty . 
However, advocates of the public school classes 
pointed out that perhaps the private teachers' loss of 
students was not entirely the fault of the schools. It was 
suggested that since the number of pupils dropping private 
lessons had been occurring for some time before the increase 
of school class lessons during the 1920's, perhaps part of 
the answer for the loss lay in the out - dated methods of the 
private teacher . 
Nevertheless, the value of class piano was misinter-
preted by many, and it became obvious to those who had ex-
perienced practical resul t s a nd who understood its soundness 
of principle, that a program of orientation was sorely needed. 
Together with the National Bureau for the Advancement of 
Music, the Music Supervisors National Conference and the Music 
Teachers National Association embarked on such a program. 
These organizations worked toward dispelling the fears of the 
private teachers, and bettering the understanding of the goals 
and procedures of class piano among both the public school 
and the private piano teacher. 
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As a result of this program, a large number of 
teachers began to take advantage of both the opportunity for 
information made available to them and the teacher-prepara-
tion courses which began to appear. In a short time in-
creases in the number of classes in operation became strongly 
evident. On the surface, this development seemed indicative 
of mounting beli.ef and sincere interest in class piano. 
However, sincere interest, alone, was not the only cause for 
this sudden surge of classes in operation. 
Perhaps a more significant cause was the times itself. 
The latter half of the 1920's saw the purchase of pianos 
gradually being replaced by such items of convenience as 
radios, phonographs, automobiles, washers, irons, and re-
frigerators. Accordingly, along with the decrease in sales 
of pianos, the interest · in piano lessons was also lessening. 
To add to the problem toward the end of the 1920's, the movie 
houses, theaters, and other places of entertainment began 
to replace professional musicians with recordings. This 
left many unemployed musicians seeking other means of earn-
ing a living. Many turned to teaching, thus further compli-
cating the problem of the private teacher. 
With the depression upon them, private teachers, taking 
advantage of the economic aspect of class piano, turned to 
class teaching. In this way, the cost of the lesson was 
lessened for the parents, and, at the same time, their own 
welfare was aided. Unfortunately, not enough teachers took 
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the time for study in class methods, and consequently, 
the field was found crowded with untrained, unqualified 
class piano teachers. The resultant, poorly conducted 
classes found wide failure, and, in a short time, many 
abandoned the program. Class piano's survival of this second 
stage of sudden prosperity was most significant. That the 
program should have taken such a fall only to be revived 
seemed to point to the fact that class piano has real ed-
ucational worth when it is properly conducted and when its 
goals are clearly in view by both the class and the teacher. 
This fact was borne out by a number of examples of success-
ful group instruction which remained to prove its merit and 
value. 
The beginning of the third stage of development was 
marked by the end of World War II. The nation, finished with 
war, took time to turn toward a re-evaluation of its educa-
tinal program. Again, music educators showed a strong 
inclination toward the fostering of piano experiences in the 
schools. The interest was so strong, that the Music Educa-
tors National Conference formed a special projects committee 
in piano with the purpose of helping parents, teachers, and 
school administrators see the possibilities of contributing 
to the whole growth and development of students, both children 
and adults, through piano experiences in public schools and 
in colleges. Gradually, reports were made known of classes 
' 
not only for children, but also for prospective teachers of 
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class piano, and elementary teachers in service and in 
training. These classes were making possible a basic 
musical foundation to help them, as teachers, to provide 
more adequate musical experiences to their classes. 
In 1952, a list of institutions of higher education 
offering group piano instruction and piano pedagogy was 
published by the Music Educators National Conference re-
vealing that one hundred and fifty-five colleges in the 
United States offered courses in piano pedagogy which in-
cluded preparation in group piano teaching. This information 
coupled with a definite statement of philosophy and purpose 
on the part of the public school music educators indicated 
a healthier outlook for the future of group piano instruc-
tion in the schools. In order to understand the proper 
significance of this philosophy, it was necessary to review 
some of the various approaches and aspects through which 
class piano had been taken by its leaders. 
On its first appearance, the class lesson was pre-
occupied mainly with theory and piano technique, and was 
used as a preparation for private lessons and the eventual 
learning of pieces. Copied from European traditions, this 
type of approach to piano instruction was designed as a 
logical training program for the preparation of artistic 
performance and, perhaps, a career in piano. 
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Experimentation in methods and procedures, however, 
were just beginning. Public . schools initiated another 
approach--the song approach. In this approach, the funda-
mentals of notation were taught through the use of familiar 
song material. By correlating the so-fa syllables of the 
songs learned in the regular music class with the keyboard, 
it was hoped that sightreading at the piano would be easier 
through the transfer of interval understanding in sight-
singing to space and distance between keys on the keyboard. 
Experimenters were confident in this approach, for it attempted 
to comply with an accepted theory of learning--going from the 
known to the unknown. Artistic performance was still hoped 
for, therefore, piano technique was still drilled upon. 
However, the initial approach to the keyboard was the revo-
lutionary change, for the pupil was taught to play a piece 
at the first lesson instead of having ·to wait an indefinite 
period of time. 
Soon, however, the song material was discovered to 
be often too difficult as an initial approach, and the de-
pendence on syllable names of notes excluded children who 
had not had this kind of experience. Out of this analysis, 
the "middle C" method was evolved. This was also referred 
to as the "eye approach." In this method, the child learned 
the location of middle c on the staff and the keyboard 
simultaneously. As soon as this was mastered, the lesson 
introduced notes, along with note values, added gradually 
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above and below middle C. Pieces, made up of the notes 
learned, were given the child in order to give him the 
necessary feeling of accomplishment. However, in many 
methods, the composed pieces or songs were considered dull 
and without rhythmic and musical interest for the child. 
Opinions about the immediate note learning varied. Many 
believed that such an approach was not the answer. Gradual ly, 
there appeared a number of methods a nd ideas which all seemed 
to point to the belief that the child must first collect 
meaningful musical experiences before his formal introduct i on 
to notation and its transfer to the k eyboard. Proponents of 
this approach believed that with a store of varied musical 
experiences behind him, the child would be able to bring more 
to note learning, grasping it better musically. These pre-
reading experiences included (1) physical response to rhythms, 
(2) singing, (3) listening, (4) rote-learning of familiar 
melodies, (5) free activity at the piano, (6) playing 
melodies by ear, (7) harmonizing with chords, and (8) creating 
songs to poems. Some methods employed all these activities; 
some others concentrated on a few. However, concern over the 
development of general musicianship before the introduction 
of formal note learning was becoming evident. 
The proponents of rote learning believed that through 
such learning, sightreading becomes easier. With a pre-
knowledge of the keyboard, the reading of the symbols on the 
page has more meaning, and the transfer of these symbols to 
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the keyboard becomes less of a problem because the hand 
has already become accustomed to the keys. Actually, this 
procedure is similar to the method used by those who 
followed the old European tradition of learning notation 
before learning the keyboard. One advantage the "rote 
theoryn has over the "note theory" is that the child feels 
some measure of accomplishment much sooner, thus keeping 
his interest sustained. Not only is the rote method in 
reverse, but also, the emphasis is reversed. Instead of 
the emphasis being concentrated on the piano and the ac-
quisition of the skills involved in playing it, it is turned 
toward the child's interest, and through it, to the acquisi-
tion of the fundamentals of musicianship and, gradually, 
the development of specific skills. 
Along with this kind of approach, there also appeared 
the trend toward piano instruction for the enjoyment of 
playing rather than for the building of high standards of 
technical artistry. The adult piano class, organized for 
those desiring an avocational interest, was among the first 
signs of this trend, and the concentration on keyboard harmony 
was another. 
The problem of teaching adults brought on the realiza-
tion that the approach and methods used with adults must fit 
the purpose and the physical and mental capacities of the 
student in order to be successful. Rather than placing the 
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emphasis on the method of teaching sightreading or playing 
technique alone, leaders were beginning to consider more 
strongly than they had in the past, the student in relation 
to those methods. 
The chief concern of most piano teachers for many years 
had been the development of the pupil's ability to transfer 
musical symbols to the keyboard. Explaining the order of 
emphasis, it was pointed out that the first concern should be 
child growth and development, second concern, in music as a 
contributing medium to this growth and development. The 
third concern, the, should be in the musical growth of the 
child through the study of piano. With this change of 
emphasis, methods procedures a nd achievements to be desired 
also change. It was this philosophy which seemed to be 
underlying the recommendations of the Music Educators N~onal 
Conference concerning class piano. 
II . CONCLUSIONS 
The history of the class piano development in the 
United States seems to have been marked with various in-
stances involving differences of opinion concerning methods 
and procedures of teaching this medium. Along with the 
reports of poor results of class teaching, there appeared 
suggestions of newer ideas, approaches and methods attempting 
to comply with modern educational principl es, and perhaps, 
attempting to improve results. However, it seems doubtful 
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whether the same teachers who had experienced poor results 
would have experienced more success with the newer methods, 
or whether those who had found success with older methods 
or with ones they had devised, would necessarily have found 
more success following newer approaches. One of the .deter-
mining factors for satisfactory results seemed to relate to 
the ability to teach well. Those who seemed to possess 
an innate talent for teaching groups, or who had acquired 
skill in good teaching, might have produced successful 
results regardless of the method used. Unless the teachers 
who had consistently experienced poor results found a means 
to orient themselves in the skillful handling of groups, 
no method would have solved their teaching problem. But 
good teaching involved something more than an ability to 
deal with groups; it also seemed to involve the recognition 
of factors essential to good teaching of both groups and 
individuals. 
Throughout the development of the class piano program 
were examples of different uses of the medium and different 
approaches to meet those uses. Along with criticisms of 
these uses and approaches appeared references to examples 
of good teaching and, consequently, satisfactory results. 
Apparently, then, the objectives of these classes fitted the 
particular needs of the pupils, and the approaches used to 
meet the objectives were proper for those objectives and for 
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those pupils. Together with the element of skillful teaching, 
these objectives and approaches were~fective regardless of 
the methods used. Therefore, because class piano can be 
used in various ways to suit various purposes, no one method 
or form should be considered more superior than another 
unless certain factors are taken into consideration. All 
people do not have the same musical experiences and back-
ground; all people are not at the same level ofintelligence 
or physical capacity. Because they are different, specific 
objectives and methods vary. If the purpose of the class 
fits the particular needs of the pupils, if the method of 
combination of methods considered can fulfill both the needs 
of the pupils and the purpose, if the teacher is skilled in 
group instruction, only then might superior resulls occur. 
To comply with the differences in musical experiences 
and mental and physical capacities which are found in pupils 
desiring piano class instruction, it is necessary to select 
the type of class that fits the requirements of the pupils. 
As a result of these pupil differences, a variety of types 
of group instruction has developed. Three forms of group 
instruction reportedly found in the schools and recommended 
by the Music Educators National Conference are (1) keyboard 
experience, (2) classroom piano, and (3) elective piano classes. 
Keyboard experience. Keyboard experience was described 
as an activity used either by the classroom teacher or the 
music specialist to enhance other musical experiences in the 
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general classroom music program. Rather than being a class 
specifically for teaching piano playing , it uses the piano 
as a means of (1) teaching pitch, rhythm, and music reading, 
and (2) providing a firm musical foundation upon which the 
development of special skills under the vocal and instrumental 
specialist might improve. 
Classroom piano . Classroom piano differs from keyboard 
experience in that it is not as limited in its outcomes. 
More specific skills are taught and learned . Although it 
also serves as a means of enhancing the general music pro-
gram, classroom piano provides more opportunity to learn 
some of the basic fundamentals of piano playing, and thus 
provides a better background for further intensive study of 
the piano and other mus ic instruments. This type of instruc-
tion, taught preferably by a specialist in group piano 
instruction , mght include the fol lowing activities: 
1. Playing by ear favorite melodies in several 
different keys . 
2. Learning primary chords in keys generally used 
in elementary song texts and applying them 
by making simple accompaniments in familiar 
songs. 
3 . Using elementary piano materials with classroom 
music texts. 
Elect ive piano classes. Elective piano classes , 
designed for the pupils in the junior and senior high school 
leve l, serve to provide specific training in pianistic s k ills 
in order to develop ability to perform more musically. The 
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Music Educators National Conference recommended that an 
intensive development of piano study begun on the elementary 
level and continued from the seventh grade through the ninth 
grade be offered in the junior high school. In the senior 
high school, three levels of study seem desirable: beginning, 
intermediate, and advanced. Emphasis on the reading k now-
l edge of the repetory of the other students in the class, 
and the use of ensemble playing was considered valuable. 
That a music program in the schools which includes 
piano classes is effective, was reported by the Music Educa-
tors National Conference to be revealed in schools which have 
h ad a continuity of piano activities over a period of years. 
Elementary school children, having had piano experiences in 
the grades, entered junior high school with the ability to 
play more than one instrument, while in the senior high school, 
a greater enrollment in music courses had become evident. 
Group piano instruction continues to be valuable on 
the college level, particularly in teacher training institu-
tions. For piano teachers, class piano can be used to improve 
facility in sightreading, harmonizing, improvising, trans-
posing, and accompanying. It also can serve to further 
knowledge of the learning process and skill in effective 
teaching procedures with indiviuals and with groups. For the 
school music teacher, vocal and instrumental, class piano 
could provide functional app~ication of piano toward (1) 
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harmonizing and improvising accompaniments to songs in all 
keys, and (2) better sightreading of songs, accompaniments, 
and choral scores. Class piano for the classroom teacher 
aids the teacher in feeling more secure and capable while 
enriching the children's daily classroom experience in 
music. It can serve as a means to show the classroom 
teacher how to use the piano i n the general music program 
as a resource instrument in illustrating pitch relations, 
basic harmonies, rhythms, and in encouraging creative 
expression. 
In numerous communities, adult classes are held under 
the adult education program of the public schools to provide 
for personal enjoyment of the pian~ in leisure time. An 
interesting development is the introduction of group piano 
instruction on television which has attracted not only adults, 
but children as well. The University of Houston in Texas 
has been reported to offer a telecourse which carries 
college credit in applied music. Students, taking the course 
for credit, also attend a seminar on campus twice a month. 
Despite these examples of interest and progress, there 
are still areas of ignorance and skepticism toward the class 
piano program. It is not uncommon to meet people who know 
nothing of group piano instruction and who express doubt 
toward the success of such a program even after having been 
given an explanation of the plan. Among private teachers, 
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there are those who still do not understand its purposes 
and its place in piano instruction. No doubt, there are 
probably numerous examples of poor teaching of this medium. 
In many school systems, there are classroom teachers who 
are still ill-equipped to provide general music for their 
students, and who, consequently, do not. Some of these 
school systems, recognizing its deficiency in this area, 
are and have been arranging for workshop sessions in class 
piano for these teachers, but there is yet much to be 
accomplished in this area. 
At one time, class piano was viewed with suspicion; 
today it is considered an accepted part of the instrumental 
program in music education both in public schools and in 
colleges. In the private piano studio, it has been effec-
tively combined with the private lesson, the pupils thus 
enjoying the advantages of both the class and the private 
lesson. The extent of this usage, however, is not known. 
The most significant development of the class piano program 
lies in its change of focus. By altering the objectives to 
fit student needs, the program has turned its concentration 
from producing fine performers to producing musically 
literate and self-satisfied people. 
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